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THE CHRONOLOGY OF THE COMEDIAS OF 
GUILLEN DE CASTRO! 


I 


DUARDO Julié Martinez has already studied the comedias of 
Guillén de Castro (1569-1631) ? and discussed their versification 
in an important article.* This present paper will approach the 
problem of the chronology of the plays in a manner diametrically 
opposite to EJM’s, i.e., from the point of view of their versification; 
and will consequently reach somewhat different conclusions. 
EJM’s chronology is based rather upon ideological considerations 
than upon metrical tests.‘ His is a priori deduction, the only 
method at hand before metrical investigations had shown some 
measure of success in dating comedias of the Siglo de oro. Internal 
evidence of date of composition is rather scanty in Castro, and EJM 
is guided in his approximate dating chiefly by the style of plot, the 
type of scenes, the character names, the ideas expressed, reminis- 
cences of Virués, and also, in the case of the later comedias, by the 
influence of the world of reality and Castro’s reading upon the ideas 
expressed. Then, after he has found what seems to him the “orden 
cronolégico mds probable,’ he examines the versification of the 
plays and decides what meters were used in the different periods. 


11 wish to express my thanks and appreciation to my friend and former 
collaborator, Professor 8. Griswold Morley, of the University of California, for 
reading these articles in MS and making numerous and valuable suggestions. 

2In the “Observaciones preliminares” in each of the three volumes of his 
edition: Obras de Guillén de Castro (Madrid, 1925-27). This work will hereafter 
be referred to as Obras. 

*“La métrica en las producciones dramdticas de Guillén de Castro,” in 
Anales de la Universidad de Madrid, III (1934), Fasciculo I (Letras), pp. 62-71; 
hereafter referred to as Anales. 

‘ Obras, I, xxxvi, and Anales, p. 62, n. 3, p. 65. The plays are printed in 
Obras in what EJM considers their most probable chronological order. Cf. 
Anales, pp. 68-69, where EJM modifies this chronology in some respects. 
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Unfortunately, this method results in grouping together in one 
period, about 1599, Pagar en propia moneda, with 48% of romance, 
Dido y Eneas (34%), and El renegado arrepentido (none) ; and, about 
1608-10, El pretender con pobreza (41%), Los mal casados de Valencia 
(none), and Quien malas mafias ha . . . (61%). In the light of the 
metrical investigations of the last sixteen years,’ the plays of neither 
of these groups belong together.* It is not sufficient or even neces- 
sary that the meters used be exactly the same in a certain period. 
Between 1595 and 1630 there was a wide choice of meters available 
to the dramatists; and, at a time when some strophes were losing in 
favor and others gaining, the percentages of the various meters are 
the important thing. 

In certain cases internal evidence or peculiarities of meter proved 
to EJM that Castro, about 1620-25, took up again ideas and success- 
ful scenes that he had used in earlier days.’ EJM did not, however, 
follow far enough the implications of that discovery, for what Castro 
did in 1620-25 he may well have done on occasion in the period 
1608-14, in which there is only one definitely dated play. In other 
words, all the plays assigned provisionally by EJM, on ideological 
grounds, to a certain period are not without question of that period. 
He would be the first to admit the truth of that statement.*® 

Finally, EJM did not distinguish carefully enough, in my opinion, 
between plays that are definitely authentic and those which are 
preserved only in MS copies or non-authentic texts. In this article 
I accept as definitely authentic only those plays printed by Castro 
himself in his two Partes and La tragedia por los celos.° 

Few of the authentic plays by Castro preserved can be dated 
objectively, too few, in fact, to furnish the material necessary for 
close dating of his other plays. It would, therefore, have been im- 
possible to contribute very much to the chronology of Castro’s 
theatre had there not been available the voluminous material culled 
from Lope, as well as many data on other dramatists of the period. 


5 EJM’s article in the Anales of 1934 was evidently in large part written by 
1927. Cf. Anales, p. 66, n. 7. 

‘Cf. W. L. Fichter, in RR, 1931, XXII, 47-53; 8. G. Morley, in Hispanic 
Review, 1937, V, 281-285; H. W. Hilborn, The Chronology of the Plays of D. Pedro 
Calderén de la Barca, Toronto, 1938; 8. G. Morley and C. Bruerton, The Chron- 
ology of Lope de Vega’s Comedias, N. Y., 1940; also, M. A. Buchanan, The Chron- 
ology of Lope de Vega’s Plays, Toronto, 1922. 

7 Obras, II, ix, and ITI, vi. 

8 Obras, I, xxxvi: “. . . no pierde el cardcter de hipétesis cuanto se dé como 
conclusién con tales elementos de juicio.”’ 

* See Notes to Table I, below. 
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II. Tue PusLicaTIon or THE Comedias 


Guillén de Castro published two volumes of his comedias, each 
containing the usual twelve plays: the Primera Parte (1618; reissued 
in 1621) and the Segunda Parte (1625; aprobacién December, 1624). 
Ticknor stated that there was a previous edition in 1614; '® but he 
offered no proof of it, no copy of it was found in his library, and 
scholars have since sought in vain not only for a copy but even 
another mention of the supposed edition. 

Lope de Vega, in Act III of his autograph comedia, La dama boba, 
dated April 28, 1613, includes among the books in Nise’s library: 


El Camoes de Lisboa, 

Los Pastores de Belén, 
Comedias de don Guillén 
de Castro, Liras de Ochoa." 


This seems to imply that an edition of Castro’s plays had been 
published before April 28, 1613; but it might equally well refer to 
MSS, as Schevill has pointed out,” or to sueltas. Additional evi- 
dence in support of the suelia theory is adduced by EJM, who indi- 
cates, following Mérimée,'* that in the edition of 1618: 


. . . las comedias no estan foliadas correlativamente, y, por tanto, consti- 
tuyen cuerpos separables e independientes unas de otras." 


Hence it is probable that the edition of 1618 consisted merely of 
unsold sueltas bound together, some of which may well have been 
printed before 1613. 


In 1621, in his dedication to Lope’s daughter, Marcela, of the 
second edition of his Primera Parte, Castro wrote: 


Vn mercader de libros, més curioso que cortés, estando yo ausente, sin 
mi licencia imprimié estas doze Comedias, afiadiendo a sus yerros los del 
Impressor. . . .!° 


1° History of Spanish Literature, 6th ed., Boston, 1888, pp. 353-354. 

1 Lines 2121-2124. 

12 La dama boba, ed. by R. Schevill, Berkeley, 1918, pp. 312-313. 

18 La Premitre Partie des Mocedades del Cid, ed. by E. Mérimée, Toulouse, 
1890, p. xlvii. 

4 Obras, I, xxix. Cotarelo, in NBAE, IX (Comedias de Tirso de Molina, I), 
vii, speaks of “‘sueltas, cosa rarisima en nuestra tipografia dramdtica antes de 
1650.”” However, Lope’s Parte extravagante XX VII (1633), seems to have been 
made up of sueltas, at least in part (see Acad. N., X, xlv); and H. C. Heaton, in his 
edition of Matos Fragoso’s El ingrato agradecido, N. Y., 1926, xiii-xvi, dates be- 
tween 1620 and 1640 his suelfa and six others. 

4 Obras, I, xxviii. 
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Again, in the dedication Al lector in the Segunda Parte of 1625 we 
find: 


. 86lo quiero aduertirle que demas de imprimir estas doze Comedias 
por hazer gusto a mi sobrina, lo hize tambien porque en mi ausencia se 
imprimieron otras doze, y tanto porque en ellas aufa vn sin fin de yerros, 
como porque la que menos afios tiene tendra& de quince arriba. . . .'* 


Rennert wrote with regard to this question: 


The licences [of the Primera Parte of 1618] are extremely important for 
several reasons: they prove that the privilege to print the first volume of 
his Comedias was granted directly to Don Guillén, and not to a printer 
or bookseller. The volume was, therefore, printed with the author’s 
knowledge and consent and not “during his absence,” establishing beyond 
all conjecture that the reference to the reissue of 1621 is not to this edition 
[of 1618]. Indeed, it seems to me irrefragable proof of the existence of 
an unauthorized edition previous to 1613."” 


From this and the dedication of the second edition of the Primera 
Parte in 1621, Rennert deduces that all the plays of the Primera 
Parte were written before 1607 or 1608, i.e., more than fifteen years 
before the aprobacién of the Segunda Parte in December, 1624, as 
E. Mérimée had believed them before 1610 for the same reason.™® 

It seems curious that Guillén de Castro did not express his 
indignation against the unauthorized volume, if it appeared before 
1618, in his edition of that year. It seems hardly possible that a 
pirated volume of the same plays would have appeared after Castro’s 
edition of 1618; and it is still less likely, if it had, that Castro would 
have published the same plays again in 1621, to make their third 
appearance in three years. There appear to be three possible inter- 
pretations of Castro’s complaint: 1) that a pirated edition had 
appeared before 1618; 2) that the poet, ‘‘estando ausente” in 1618, 
was unable to correct the proofs of that edition as he would have 
wished, a hypothesis rendered doubtful by the fact that the editions 
of 1618 and 1621 are textually identical; '* or 3) that Castro was 
advertising his second edition by claiming that his first was un- 
authorized. In any case, EJM sums up the question judiciously: 
“ . . Tal vez se hiciera una edicién en 1614 o antes; pero de ésta no 
hay pruebas concretas y positivas.” 7° 


6 Obras, I, xxxi—xxxii. 

17 Ingratitud por amor, ed. by H. A. Rennert, Philadelphia, 1909, p. 15. 
18 Op. cit., p. xix. 

19 Obras, I, xxviii—xxix. 

2° Obras, I, xxx. 
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Castro’s statement that all twelve of the plays of the first edition 
were written at least fifteen years before 1624, if we are to judge by 
the versification of Las mocedades del Cid I, deserve to be taken with 
as large a grain of salt as other figures given by Golden Age drama- 
tists concerning their works. If Las mocedades was written .before 
1608 it is, by its versification, an unusual, not to say extraordinary 
play in that decade.” 


Notes To Tasie I 


1. El amor constante. Doce comedias ... , Valencia, 1608. Obras, 
I. 1592?-99? 

EJM (Obras, I, li) thinks the play perhaps one of the earliest by Castro 
preserved, because “no es mds que una acumulacién de incidentes y 
escenas patéticas.”” Also (Jbid., lii): “El nombre de Nisida, tan empleado 
por el autor hacia 1593, nos hace suponer que tal debe de ser la fecha de 
esta concepcién. La métrica también es arcaica, pues en ella se emplean 
los tercetos y el verso libre, que parecen combinaciones preferidas en los 
primeros afios de la actividad del poeta, asf como la estrofa abCabCedD, 
que sélo es usada por Castro en esta comedia.”’ 

The fact that Castro used the name Nisida in poetry in 1592-94 does 
not force us to conclude that he could not have used it in drama after 
those years. On the other hand, it seems probable that he would not 
have used it in the same way after 1599 (cf. El desengafio dichoso, below). 

9 passages of red.** (32, 12 lines: l.m.). 3 qu. (1, six 5’s; 30, 45, 30 
lines: 1.m.).%* 1 déc.: l.m. (with red. 4) plus 6 lines of dial. 3 rom.: n.ms. 
1 oct.: ms.ad. & dial. 2 ter.: m.ad., dial.; lm. (with red. 20). 1 lira 
aBaBcC: 1m. 2 su.: n.m. & dial., dial. (final couplet in each). 1 canc. 
abCabCedD: ms.ad. & dial. Total passages: 23 (4,4, 15). Par. in su.: 
0. Quat.: 100%. 

Spanish lines: 88.3%. Longest passages: red. 668, qu. 175 (beginning 
II), rom. 100, ter. 61, su. 60. 

2. El desengafio dichoso. Primera Parte (1618). MS copy, XVIIIth 
cent., Biblioteca Nacional. Obras, I. Ca. 1599. 

EJM (Obras, I, lxxxiii) notes a passage in Act II in which the shepherd 
Lisardo laments the loss of Nisida; and he believes that, if the passage has 
autobiographical reference, the play was written just after the death of 
Dofia Marquesa, or “al acabarse el siglo XVI.” 


"1 Cf. EJM, Obras, I, xxxii: “Cuando el poeta hablaba de si mismo, facilmente 
incurria en errores que no parecen involuntarios.”’ 

# Abbreviations used are as follows: Redondillas, red. ; quintillas, qu. ; décimas, 
déc.; romance, rom.; silva, sil.; octavas, oct.; sonnet, son.; tercetos, ter.; sueltos, su. ; 
cancién, canc.; assonants, ass.; pie quebrado, p.q.; pareados, par.; monolog of 
address, m.ad.; narrative monolog, n.m.; lyric monolog, |.m.; dialog, dial.; 3 qu., 
3 passages of qu.; red. 4, 4 lines of red.; quaternary movement in rom., quat. 

** For explanation of the types, see Quintillas, below. 
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Castro married Dofia Marquesa Girén de Rebolledo in 1595, and, by 
1600, when Gaspar Mercader’s El prado de Valencia was published, 
Castro was already a widower (Obras, I, ix-x). Nisida and Lisardo 
appear in Castro’s poems as early as 1592 (Obras, I, ix). 

The verse is of an early type, with the same nine meters as in El amor 
constante, and less rom. The date is in all probability ca. 1599. 

7red. 3 qu. (1, four 5, five 2, seven 3). 1 déc.: m.ad. (with red. 4 and 
lira 30). 1 rom.: n.m., m.ad., dial. 1 oct.: m.ad. & dial. 1 ter.: dial., 
ms.ad. 1 lira AabBcC: m.ad. (with red. 4 and déc. 30). 2 su.:1.m., dial., 
n.m., dial.; dial. 1 cance. aBAcbeDD: dial., n.m., dial. Total passages: 
18 (9, 10, 6). Par. in su.:0. Quat.: 100%. 

Spanish lines: 82.7%. Longest passages: red. 656. qu. 365 (begin- 
ning I), su. 71. 

3. El conde Alarcos. Primera Parte (1618). Comedias de los mejores 
y mds insignes poetas de Espafia, Lisboa, 1632. Obras, II. 

EJM, Obras, I, lxxxvi, believed the play after El conde de Irlos and 
El nacimiento de Montesinos because the versification is closer to that of 
the plays written after Castro’s residence in Italy. However, in Obras, 
II, v, noting that Pérez Pastor found a record of its performance in 1602 
(Nuevos datos, I, p. 75), EJM places it ‘‘muy a principios del siglo XVII 
o en los tiltimos afios del XVI.” 

H. Mérimée (L’Art dramatique 4 Valencia, Toulouse, 1913, p. 599) 
thinks it “impossible d’affirmer” that Castro’s El conde Alarcos was the 
one played in 1602 because “‘d’autres dramaturges, vers la méme époque, 
se sont emparés du méme sujet pour en faire des comedias, et parmi eux 
Lope de Vega dans La fuerza lastimosa, Mira de Amescua dans El conde 
Alarcos, et . . . Montalvan dans El valor perseguido.” Lope’s play, 
although based on the legend, uses other character names and does not 
mention Alarcos; thus it would probably not be referred to as El conde 
Alarcos. Since Montalvdn was born in 1602, it could hardly have been 
his play. Mira’s comedia has 5 passages of déc. and 14.9%, with 22% of 
rom. It is doubtful if any dramatist wrote so many déc. as early as 1602. 
Mira’s La rueda de la fortuna (before August, 1604) has 1.7%, his El 
esclavo del demonio (printed in 1612) has 3.6%. I regard it as all but 
certain that the play performed in 1602 was Castro’s. 

EJM (Obras, II, vi—vii) thinks the play before Lope’s La fuerza lasti- 
mosa because Castro followed the earlier versions of the story, whereas 
Lope added “‘invenciones que denuncian, a nuestro modo de ver, el afaén 
por distanciarse de la soncepcién de G. de C. . . . es un dato muy digno 
de tenerse en cuenta para fijar las fechas de ambas comedias el que G. de 
C. prosiga aprovechando situaciones y caracteres que aparecen en sus 
obras anteriores, en tanto que Lope inicia la aventura del barco, la que 
sigue Mira de Amescua cuando traté el mismo tema.” The closest date 
thus far obtained for La fuerza lastimosa is 1595-1603 (Morley and Bruer- 
ton, op. cit., p. 144), which does not aid in dating Castro’s. 
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EJM’s theory is ingenious, but it may be pointed out that Lope did 
not really require a previous play on the subject of his choice in order to 
depart from tradition in his treatment of the subject; and, if Lope’s play 
had been performed shortly before Castro wrote his, the Valencian poet 
would not have been likely to imitate it in all its details so soon after. 
The idea of writing a play on the subject could even have been suggested 
to him by the fact that Lope had not followed in all respects the ballad 
story. In other words, it seems possible for either Castro’s or Lope’s 
play to have come first. Mira, writing his play perhaps twenty years 
after Lope’s, was able to take Lope’s plot bodily without having his 
comedia undergo comparison with a play performed before 1604 and 
published in 1609. 

Although one act ends in ter., the verse seems not unlikely in 1600-02. 
The rom. is moderate and, in contrast to nos. 1, 2, and 4, there are only 
four meters. 

5 red. (28 lines: l.m.). 2 qu. (1, three 5, six 2, two 3). 4 rom.: inter. 
n.ms., n.m., m.ad. & dial. 1 ¢er.: dial. Total passages: 12 (4, 4, 4). 
Quat.: 56.2%. 

Spanish lines: 98.4%. Longest passages: red. 684, qu. 260, rom. 128. 

4. El caballero bobo. Doce comedias . . . Valencia, 1608. Obras, I. 
15927-1607. 

EJM (Obras, I, lv), on account of the fact that the last su. passage in 
II has no final couplet, is inclined to think that the play may be the 
earliest by Castro preserved. We cannot be certain, however, that the 
text was printed exactly as written. There seems to be no internal, 
objective evidence for dating the play more closely than by its date of 
publication. On the other hand, there is no reason to believe that 
Castro was writing plays before 1592. 

4red. 2 qu. (1, four 5, five 2, seven 3). 2rom.:n.m. inter. by % line 
of dial.; n.m. & 10 speeches of dial. 1 ter.: dial. 4 su. (no final couplet 
in one passage): dial., m.ad. & dial. Total passages: 13 (4,7, 2). Par. 
in su.:0. Quat.: 80%. 

Spanish lines: 92.2%. Longest passages: red. 840, qu. 355 (beginning 
II), rom. 86, su. 76. 

5. El curioso impertinente.. Primera Parte (1618). Obras, II. 
1605-10. 

This play and the following were based on Cervantes’ Don Quijote, 
which was published early in 1605. Rennert (Ingratitud por amor, p. 22) 
thinks it ‘very probable that Don Guillén took advantage of the great 
popularity of Cervantes’ work, on its first appearance, to put his two 
plays on the stage while that popularity was at its height.” I agree. 

In 1605 there were two editions of the Quijote in Madrid, two in 
Valencia and two pirated editions published in Lisbon (M. Henrich, 
Iconografia de las ediciones del Quijote . . . , Barcelona, 1905). It would 
appear that the book caught the public interest immediately. According 
to Fitzmaurice-Kelly (Encyclopedia Britannica, article Cervantes), “by 
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June, 1605, the citizens of Valladolid already regarded Don Quijote and 
Sancho Panza as proverbial types.” 1610 would seem to be the latest 
probable terminus ad quem. 

9 red. (40, 12 plus lira 42: 1.m.). 3 qu. (1, four 2, two 3). 3 rom.: 
n.m. & dial., ms.ad. & dial. 2 son. B, 1 A: l.ms., set poem. 1 lira 
aBaBcC:1.m. (with red.12). Total passages: 19(7,7,5). Quat.: 76.6%. 

Spanish lines: 97.3%. Longest passages: red. 520, qu. 225 (beginning 
III), rom.; 160. 

6. Don Quijote de la Mancha. Primera Parte (1618). Obras, II. 
1605-10. 

For the date, see number 5, preceding. 

6red. 3 qu. (1, five 2, one 3,one5). 5 rom.: dial., inter.n.m. & dial., 
n.m. & dial. Total passages: 14 (2, 5,8). Quat.: 69.6%. 

Spanish lines: 100%. Longest passages: red. 788 (beginning I), qu. 
340 (beginning II), rom. 102. 

7. La fuerza de la sangre. Segunda Parte (1625), MS copy, end of 
XVIIth cent., Biblioteca Nacional. Obras, III. 1613-14. 

The source of this play is Cervantes’ novela of the same title, published 
in 1613 with the other Novelas ejemplares. 1613 is, then, the terminus 
a quo, since even if Castro had seen the story in MS, he would scarcely 
have used both plot and title before the author had published it. San 
Roman (Lope de Vega, los cémicos toledanos y el poeta sastre, Madrid, 
1935, p. 201, document 406) shows that a play of the same title, author 
not stated, was in existence on January 21, 1615. La Barrera (Catdlogo, 
p. 551) lists no other play of the title, and it may therefore be regarded 
as practically certain that San Romdn’s document refers to Castro’s play. 

5 red. 2 qu. (1, three 2, three 3). 6rom.:n.m. & dial., dial. 1 son. 
B: lm. 1 lira abbacC: n.m. 1 lira AabBCC: n.m. & dial. Total pas- 
sages: 16 (5, 7, 4). Quat.: 13.9%. 

Spanish lines: 92.6%. Longest passages: red. 540, qu. 210, rom. 208, 
lira 120. 

8. La tragedia por los celos. MS, Biblioteca Nacional, the end of 
which reads: “‘acabéla don Guillén de Castro en Madrid a 24 de diciembre 
de 1622 afios para Antonio de Prado. Sacése del verdadero original fiel- 
mente y esta a la letra con él—Antonio Lopez de Lamadrid.” It has a 
license to perform dated November 11, 1628. Obras, III. 

MS, Biblioteca Provincial de Toledo, lacking 846 lines of the B.N. 
MS, but containing 162 lines not found in the latter. Ed. by H. Alpern, 
Paris, 1926; synthetic text: B.N. MS plus additional lines of Toledo MS. 
The figures in Table I are based on the B.N. text published by EJM. 

Schaeffer (Geschichte des spanischen Nationaldramas, Leipzig, 1890, I, 
211) believed 1622 on the B.N. MS a graphical error for 1627. Alpern 
(p. 8) proves that Schaeffer’s argument is not valid. 

The figures for both the EJM and the Alpern edition are as follows: 

EJM edition: 7 red. 2 déc.; m.ad. & dial., m.ad. 6 rom.: n.ms. & 
dial., n.m., m.ad. & dial., dial. 2sil.2°:dial. 1 oct.: m.ad. 1 lira AbbAcC: 
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dial., n.m. 1 lira abbacC: dial. Total passages: 20 (5, 6, 9). Quat.: 
31.6%. 

Spanish lines: 82.7%. Longest passages: red. 296 (beginning II), 
rom. 220, sil. 100, lira AbbAcC 150 (beginning I). 


Alpern edition: 
7 1048 Red 38.5 
2 200 Déc 7.3 
6 1024 Rom 37.5 
2 203 Sil 2° 7.5 
1 32 Oct 1.1 
2 222 Lira 8.1 
20 2727 100.0 


Meter uses are the same. Spanish lines: 83.3%. Longest passages: 
red. 300 (beginning II), déc. 160, rom. 220, sil. 103, lira 150 (beginning I). 

9. El mejor esposo, San José. Segunda Parte (1625; aprobacién De- 
cember, 1624). MS copy, with license of 1641, Biblioteca Nacional. 
Obras, II. 1617-24. 

EJM places this play after El curioso impertinente and Quien malas 
mafias ha... , by which he means about 1607, or much too early. 
Professor Ruth L. Kennedy (in Hispanic Review, VII, 1939, p. 235, n. 32) 
has shown that the terminus a quo is probably 1617; the date of publication 
gives the terminus ad quem. 

8 red. 2 qu. (1, one 2). 1 déc.: m.ad. (with red. 8) & dial. 6 rom.: 
ms. ad., ms.ad. & dial., n.m. & dial. 1 oct.: dial. & m.ad. 1 ter.: l.ms. 
1 lira aBaBcC: dial., lms. 1 lira AbAbCC: m.ad. 1 canc.: ABcaBedD 
and variations (see Cancién, below): |.m. 1 7-s. ass.: ms.ad. & dial. Total 
passages: 23 (8, 9,6). Quat.: 8%. 

Spanish lines: 74.5%. Longest passages: red. 324, qu. 150, rom. 232, 
lira aBaBcC 210. 

There are two evident misprints in EJM’s figures (Anales, p. 65): the 
canc. abCabCdD, 6.43%, column 6, should be in column 9 as lira aBaBcC; 
the sil., 7.04%, column 11, should be in column 12, romancillo. EJM 
has also canc. abCabCcddeEfF gG, 2.97%, evidently the passage of canc. 
differently described above. 


IV. Use or METERS 

1. Redondillas. 

Castro’s use of red. is much more regular over the years than 
Lope’s. A single play, Los mal casados de Valencia, is written 
entirely in the meter; otherwise the maximum in Tables I and II is 
76.8% (El conde Alarcos, 1600?-02), the minimum 35.1% (El mejor 
esposo, 1617-24). One play in Table III, El pobre honrado, has 
86.6%, but is incomplete; if the missing 600 lines or so were not all 
red., which seems !ikely, the percentage would be considerably less. 
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Plays in Table III having less than 35% of red. are: Las canas en el 
papel (print), Ingratitud por amor, El nieto de su padre, El prodigio 
de los montes, Quien malas mafias ha . . . , and Quien no se aventura. 

Therefore, Castro shows to a slighter degree than Lope the 
tendency to lessen the importance of red. as rom. increased. The 
dated plays before 1611 have about 70% of red., the exception being 
El desengafio dichoso (ca. 1599), with 58.7%. In 1613-24, the maxi- 
mum is 52% the minimum 35.1%. With only six plays dated before 
1611 and only one definitely dated in the next decade, it may be rash 
to say what percentages should be expected in the latter period. 
We may, however, at least pose the hypothesis that 40 to 55% of 
red. may mean after 1610 when other meters point to the same 
conclusion. 

In a number of passages Castro also shows little divergence in the 
course of his career. His maximum and minimum number of red. 
passages in dated plays are found already in the plays which are 
probably before 1600: El amor constante, 9, and El caballero bobo, 4.7 
La tragedia por los celos (1622) has 7; El mejor esposo (1617-24) has 
8. In Table II the minimum is 3 in Los mal casados de Valencia, 
the maximum 9 in El Narciso en su opinién. When, therefore, we 
find 12 in Pagar en propia moneda and 13 in El renegado arrepentido, 
both plays not definitely authentic for other reasons, we cannot say 
that the red. prove their authenticity. 

As with Lope, so with Castro the longest passages of red. tend to 
diminish as the years go by. In dated plays the longest is 840 lines 
in El caballero bobo (1592?-1607), the minimum 296 in La tragedia 
por los celos (1622). In Table II the longest passage is 1036 in Los 
mal casados de Valencia, the minimum 236 in Engafiarse engafiando. 
Lope frequently opened an act with the longest passage of red. in 
the play. The only examples in Tables I and II in Castro are: 
Don Quijote de la Mancha (1), La tragedia por los celos (III), La 
fuerza de la costumbre (II), and Progne y Filomena (1). 

The only acts in Castro all in red. are in Los mal casados de 
Valencia. The last act of El pobre honrado, Table [II, since it is 
incomplete, cannot be counted as a certain case. 

2. Quiniillas. 

Of the seven types of qu.,?* Castro used chiefly type 1, with some 
2 and 3, and few 5. The lines of the various types are as follows: 

% See both plays, in Plays of Vague Spread, below. 

%3(1) ABABA, (2) ABBAB, (3) ABAAB, (4) AABAB, (5) AABBA, (6) 


ABBAA, (7) ABABB. An irregular type, ABBBA, is rare, but occurs. See 
Morley and Bruerton, op. cit., pp. 11-12. 


’ 
| 
\ 
' 
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Puar 
Tasie I 


El amor constante 

El desengafio dichoso 

El conde Alarcos 

El caballero bobo 

El curioso impertinente 
Don Quijote de la Mancha 
La fuerza de la sangre 

El mejor esposo 


TaB.e II 


El conde de Irlos 

Dido y Eneas 

Los enemigos hermanos 
La fuerza de la costumbre 
La humildad soberbia 

La justicia en la piedad 
Las mocedades del Cid I 
Las mocedades del Cid II 
El nacimiento de Montesinos 
El Narciso en su opinién 
Progne y Filomena 

La verdad averiguada 

El vicio en los extremos 


Tase III 


Allé van leyes 

El cerco de Tremecén 
Donde no esté su duefio 

La manzana de la discordia 
Pagar en propia moneda 
El pobre honrado 

El prodigio de los montes 
Quien malas majias ha 
Quien no se aventura 

El renegado arrepentido 


1 


2 


4 


5 


310 
480 25 35 
225 30 10 
385 25 35 
510 20 10 
500 25 5 
300 15 15 
270 5 
530 10 35 
285 5 
220 5 10 
200 10 15 
365 135 55 
120 
110 10 
355 15 
820 95 95 
325 35 
325 20 20 
170 
195 
810 5 10 
150 5 5 
170 5 
250 5 
(10 lines of type 6) 
205 20 10 
75 
80 15 
155 
300 20 5 


20 


15 


15 
30 


155 





25? 


Castro’s practice is very different from Lope de Vega’s, whose 


favorite combination was 1 and 5. 


Three plays of Table III show type 5 more important than type 1: 
El cerco de Tremecén, El prodigio en los montes, and Quien malas 


mafias ha. Automatically a cloud is cast on their titles. 


It is also 


to be noted that there is no case of ABBBA in Tables I and II. 
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With the exception of El amor constante (1592?-1599), the plays 
before 1611 show remarkably consistent gu. After that, as in most 
other dramatists, the strophe diminished in importance. The maxi- 
mum in dated plays is 18.8% in El desengafio dichoso (ca. 1599), the 
minimum 0 in La tragedia por los celos (1622). In Table II the one 
exception to the above is El nacimiento de Montesinos, with 33.8%, 
the only case in Castro of very heavy qu., a phenomenon of which 
Lope, and especially the Valencian dramatists, present many 
examples. 

There is no copla real in clearly authentic Castro; therefore El 
cerco de Tremecén and El renegado arrepentido appear doubtful. 

All the plays of Table I which contain qu. have either 2 or 3 
passages. In Table II, El nacimiento de Montesinos has 4 passages, 
the others from 1 to 3. Therefore, the 6 passages of Alld van leyes, 
Table III, are out of line. 

The longest passage of qu. in Table I is 365 lines in El desengafio 
dichoso (ca. 1599); the shortest longest passage is 150 lines in El 
mejor esposo (1617-24). In Table II the longest is in El nacimiento 
de Montesinos, 630 lines, the shortest longest in Las mocedades del 
Cid I, 80 lines. Castro frequently begins an act with the longest 
passage of qu. in the play: El amor constante (II), El desengafio 
dichoso (1), El caballero bobo (II), El curioso impertinente (III), Don 
Quijote de la Mancha (II); in Table II: El conde de Irlos (II), Las 
mocedades del Cid II (III), El nacimiento de Montesinos (I), Dido y 
Eneas (111), La verdad averiguada (1) the only passage, and El vicio 
en los extremos (II), only passage. 

Castro distinguishes himself sharply from the other Valencian 
dramatists—Tarrega, Aguilar, Turia, Boyl, Beneyto, and Rey de 
Artieda—in his considerably more moderate use of gu. which, with 
Tarrega and Aguilar, went as high as 97.5%. 


3. Décimas. 


Déc. appear in Castro in 2 plays before 1600: El amor constante 
(1592?-1599) and El desengatio dichoso (ca. 1599). In the first play, 
together with red. 4, it is l.m.; in the second, with red. 4 and lira 30, 
it is m.ad. 

Lope’s use of déc. seems not earlier than 1596, and it is doubtful 
that a minor dramatist, in the last decade of the sixteenth century, 
when individual peculiarities do not appear so evident as later, would 
introduce a verse innovation in advance of Lope. Four plays in 
Table I and the following nine in Table II contain the strophe: 
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Cuanto se estima el honor 2 passages dial., l.ms. 11.7% 
Dido y Eneas 1 passage m.ad., l.m., dial. 2.6 
Engafiarse engafiando 1 passage  dial., l.ms. 5.5 
Los enemigos hermanos 1 passage  dial., ms.ad. 4.1 
La fuerza de la costumbre 1 passage ms.ad. 3.5 
La justicia en la piedad 1 passage  dial., m.ad. 3.4 
Las mocedades del Cid I 1 passage |.m. 2.3 
El pretender con pobreza 1 passage  dial., m.ad. 4.6 
El vicio en los extremos 2 passages ms.ad.;1.m., n.m., dial. 9. 


The maximum number of passages in clearly authentic Castro is 
2. This fact adds one more fact against the authenticity of Las 
canas en el papel (Print) and El prodigio de los montes, both of which 
have 4. 

One play in Table I, La tragedia por los celos (1622), has 2 pas- 
sages, its longest 160 lines. In Table II the longest passage in 
Cuanto estima el honor has 170 lines, the longest in El vicio en los 
extremos 140 lines. No passage of déc. in Table III exceeds 170 lines. 
Thus it is evident that déc. is one of Castro’s least favored meters, 
and in this respect he is different from other dramatists of his time. 
His maximum percent is 11.7 and in only two other plays in Tables 
I and II—La tragedia por los celos, 7.8%, and El vicio en los extremos, 
9%, does he exceed 5.5%. In Table III, Ingratitud por amor has 3 
passages and 7.8%. 


4. Romance. 


All dated plays contain rom. Before 1611 the minimum is 1 
passage and 4.2% in El desengafio dichoso and the maximum 5 
passages and 14.4% in Don Quijote de la Mancha. 

Lope probably introduced dial. in rom. about 1595. Once again 
there is no reason to suppose that an inexperienced dramatist, 
beginning his career, would make verse innovations before Lope. 

In 1613-24, as we should expect, rom. shows a considerable in- 
crease: all three plays have 6 passages, the percentages ranging from 
26 to 35. Longest passages, which before 1603 go from 86 lines to 
128, in 1605-10 are 102 and 160 lines, and go in 1613-24 from 208 to 
232 lines. The heaviest rom. in definitely authentic Castro is 41.5% 
and the longest passage 252 lines in El pretender con pobreza (Table 
II). 

In Castro the number of passages of rom. and the uses of the 
strophe give litile help in dating. 

The assonances used by Castro are shown on TaBLeEs I and II. 
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Castro’s use of assonances is quite different from Lope’s. He 
used 16 different assonances, no more than 7 in a play, whereas 
Lope used 19, frequently with 8 in a single play and once with 9 (La 
limpieza no manchada, 1618). As regards repetitions of assonances 
in the same play, percentages show the difference between the poets 
more clearly. Of 27 plays of Castro in Tables I and II which con- 
tain rom., only 7 show repetition of assonance in a play, or 25.9%. 
Of the 290 definitely authentic plays of Lope which show rom., 192, 
or 66%, show more than one passage in each play in the same 
assonance; in La portuguesa (1615-16) there are even 9 passages in 
e-o. Castro, however, repeated an assonance in no play in Table I 
and in only 7 of the 18 plays in Table II. Las mocedades del Cid I 
and JJ show the most: the maximum number of passages in the 
same assonance is 4. , 

The favorite assonances of the two poets and their frequency 
percentages are: 


Lope: e-a 20.2% Castro: a-a 15.% 
e-o 19.5 e-a 13.6 
a-a 18. a-o 12.8 
8.3 eo 8.6 


It will be noted that these are the same assonances. 

In Lope the first occurrences of 6 assonances in a play (after one 
case of 7 before 1604) seem to be in 1608-13. In Castro we find 6 
in La fuerza de la sangre (1613-14) and El conde de Irlos. The first 
occurrences after 1603 of as many as 5 assonances in Lope seem 
1604-11; in Castro the first is in Don Quijote de la Mancha (1605-10). 
In Lope the first dated play after 1603 to have 7 is in 1617-21; in 
Castro the first is Dido y Eneas (see Table II, below). This shows a 
certain similarity between the two poets, but it may merely be a 
coincidence owing to the increase in rom. common to the periods. 

Thus Castro, while favoring the same assonances as Lope, dis- 
tributed his choice more evenly and repeats the same assonances in a 
play less frequently than Lope. 


Quaternary Movement in Romance. 

The first attempt to gather statistics on quaternary movement in 
the rom. of a Spanish dramatist was made by Hilborn in his book on 
Calder6n.* Unfortunately, Hilborn did not describe his method 
of obtaining the percentages he gives. 

The question of quaternary movement is extremely complex. 
8. Griswold Morley says: 


*% See note 6, above. 
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A quintilla must have five lines and a redondilla four regardless of 
where a period or a pause occurs. The romance meter is by no means in 
the same case and the analogy cannot govern it. The only essential and 
necessary unit, determined by the assonance, consists of two octosyllabic 
lines. There is no means of determining larger units except by regularly 
recurring pauses; and where these fail—the larger units simply do not 
exist. Romance lacks the criterion provided by the rime-scheme in the 
consonantal strophes.** 


Also: 


When the romance meter is used for dialog, it does not keep to qua- 
trains. But when the romance fulfills its first function of a long narrative 
monolog, it may or may not be written in quatrains. If the lyrical or 
rhetorical element comes in, quatrains are much more likely to be found, 
and to be preserved strictly.” 


The “regularly recurring pauses’? seemed too monotonous on 
occasion to the dramatists, and then there are various means of 
giving variety. Sometimes there is enjambement at the end of the 
fourth line with no pause until the eighth line, in which case the 
quatrains may be said to be kept. Sometimes the pause comes at 
the end of the sixth line, which destroys the quatrains,2” Sometimes 
there is a series of enjambements. Often, in Castro, pauses occur 
at the end of the odd lines instead of the fourth and eighth, thus 
breaking the quaternary movement: 


amanecié al mismo instante; 
y como si nunca hubiera 
torbellinos, truenos, rayos, 
confusién, asombro y penas, 
salié el sol alegre y claro.** 


In broken dialog we should not expect quaternary movement, 
and yet we occasionally find it: 


Rey. Alguno me ha visto entrar 
en su casa. 

CELIO. Triste vengo, 
aunque a Serafina hablé. 

Rey. {De qué vienes triste, Celio? * 


%S. G. Morley, “The Missing Lines in the Estrella de Sevilla,” in Romanic 
Review, 1923, XIV, 238. 

% S. G. Morley, “Are the Spanish Romances Written in Quatrains? and Other 
Questions,” in Romanic Review, 1916, VII, 67; quoted, with examples, in Romanic 
Review, 1923, XIV, 236. 

27 Cf. Moscén’s first speech in Calderén’s El mdgico prodigioso. 

8 Obras, I, 48a. 

%* Lope de Vega, El poder en el discreto, Acad. N., II, 470a. 
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In such cases it depends upon whether the quatrains are maintained 
if the four lines are to be counted. 

Some rom. passages are in quat., some are as surely not. There 
is, however, a third type which contains groups of quatrains sepa- 
rated by a pair of lines or an odd multiple of pairs. Some arbitrary 
criterion is necessary for counting quat. in such passages, and I have 
taken five quatrains in succession, or 20 lines, as the minimum below 
which I do not count. 

In Table I my figures for quat. are as follows: 


15927-1599? El amor constante 100% 
Ca. 1599 El desengafio dichoso 73. 
1600?-02 El conde Alarcos 56.2 
1592?-1607 El caballero bobo 80. 
1605 —10? El curioso impertinente 71.4 
1605 -10? Don Quijote de la Mancha 49.1 
1613 -14 La fuerza de la sangre 13.9 
1622 La tragedia por los celos 31.6 
1617 —24 El mejor esposo 8. 


In Table II the maximum percentage is found in El nacimiento de 
Montesinos, 86.5, the minimum in El pretender con pobreza, 11.2. 


In the last analysis, the figures on quat. do not add greatly to the 
chronological evidence. As in the case of Calderén,*® there seems 
to be considerable difference between the amount in the earliest 
plays (El amor constante, El desengafio dichoso) and those about ten 
years later. After that chronological inconsistencies occur and the 
quat. figures are less revealing. 


5. Silva. 


No clearly authentic play by Castro contains silva 1°, the silva 
de consonantes, riming aAbBcC, etc. As in the case of Lope, pres- 
ence of sil. 1° cannot be taken as indisputable proof of non-authen- 
ticity of a play; but, when found together with other discrepancies, 
it strengthens the evidence against authenticity. 

Castro uses no sil. 3° (all in hendecasyllables, with 50% to 98% 
of the lines riming, usually in pairs). 16% of pareados in su. is 
Castro’s maximum in authentic plays. In this respect he does not 
follow Lope. 

There is no sil. 4° in Castro (lines of 7- and 11-syllables irregularly 
grouped but rimed regularly in pairs, such as aABbccDd, etc.). 
Certain lira forms resemble this, but their rime scheme invariably 
repeats at the end of each six lines. 


*° Cf. Hilborn, op. cit., passim; and Hispanic Review, 1940, VIII, 267. 
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Castro’s one form of sil. is sil. 2° (lines of 7- and 11-syllables 
irregularly grouped and irregularly rimed, as, for example, ABAcc- 
DeeD, etc.). It appears in three plays of Tables I and II: 


TaBLe I 
1622 La tragedia por los celos. 2 passages. Dial. 7.4%. 


TaBLe II 


Engafiarse engafiando. 1 passage. Dial. 3.1%. 
El vicio en los extremos. 1 passage. L.m. & dial. 2.7%. 


Lope’s first serious beginning in the meter—there are sporadic 
brief passages earlier—was in 1623 as far as we know, and no clearly 
dated plays of his have as much as 2% until 1629. On the other 
hand, Alarcén seems to have developed the strophe much earlier 
than Lope.* Castro’s beginnings in sil. 2° seem only a year or two 
before Lope’s, if that; but he was evidently breaking out for himself, 
as he had before in the form of his canc. and the extent to which he 
used lira. 


6. Octavas. 


Octavas, which form Lope’s most consistent meter, are not so 
favored by Guillén de Castro. Only 4 of the 9 plays in Table I and 
9 of the 16 in Table II contain the strophe; and in no case is there 
more than one passage in a play. Lines go from 32 in El desengajio 
dichoso, La tragedia por los celos, and Cuanto se estima el honor to 
168 lines in La justicia en la piedad and Dido y Eneas; percentages 
from 1.1 to 5.5. 

Oct. are used for m.ad. & dial. in the earliest plays. N.m. ap- 
pears in La justicia en la piedad. In Table II n.m. is found in Dido 
y Eneas, Engafiarse engaftando, La fuerza en la costumbre, and El 
nacimiento de Montesinos; |.m. in Cuanto se estima el honor and El 
Narciso en su opinion; and diul. in El conde de Irlos and Las mocedades 
del Cid II. 


7. Sonnets. 
Castro wrote few sonnets in his plays. There are 4 in two 
comedias in Table I, 3 in two plays in Table II: 
TaBLe I 
1605-10? El curioso impertinente. 1A,2B.* L.ms., poem. 
1613-14 La fuerza de la sangre 1B. L.m. 


* Providing the text of Quien mal anda, mal acaba can be relied upon. It 
has red. 84%, déc. 5.1%, rom. 6.8%, and sil. 4%. 
% Sonnet A: tiercets rimed CDCDCD; sonnet B: CDECDE. 
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TaBLe II 


Engafiarse engaiiando 1A. L.m. 
El Narciso en su opinion 1A,1B. L.ms. 


EJM says that “otras combinaciones resultan genuinas del se- 
gundo perfodo: el soneto y la lira en AbAbCC.” ** If the “second 
period” extends from 1605 to 1624, that is correct; but seven sonnets 
in four plays are too few to generalize upon. 


8. Tercetos. 


Tercetos, the Italian terza rima, were a favorite meter with Lope 
in his early years, and it might be expected that Castro’s plays before 
1600 would show a considerable percentage of them. Such is not 
the case, however, although EJM thought the strophe belonged to 
Castro’s ‘‘primera época.’’* 

5 plays of Table I and 5 of Table 2 contain the meter: 


TaBLeE I 
1592?-99? Elamor constante. 2 passages. M.ad. & dial.;1.m. 3.3%. 
Ca. 1599 El desengafio dichoso. 1 passage. Ms.ad. & dial. 5.6%. 
1592?-—1607 El caballero bobo. 1 passage. Dial. 2%. 
1600-02 El conde Alarcos. 1 passage. Dial. 1.5%. 
1617-24 El mejor esposo. 1 passage. L.ms. 4.5%. 


Tasie II 
El conde de Irlos. 1 passage. L.m., m.ad., dial. 5.2%. 
Dido y Eneas. 1 passage. Ms.ad. 2.1%. 


Las mocedades del Cid I. 1 passage. L.m., m.ad., dial. 


2.5%. 
Las mocedades del Cid II. 2 passages. Dial. 8.4%. 


Progne y Filomena. 1 passage. N.m. & dial. 3.5%. 


The last four of the above plays, together with Zl mejor esposo in 
Table I, prove that the use of ter. is by no means limited to Castro’s 
“primera época.”’ 


9. Lira. 


Lira in Castro is as important as oct. It appears in 6 of the 9 
plays in Table I and 8 of the 18 playsin Table II. Percentages run 
from .7 in El amor constante to 10.7 in Progne y Filomena. The 
longest passages, each 210 lines, occur in Dido y Eneas and El mejor 
esposo. The importance of the meter increases in the course of the 


33 Anales, p. 70. 
* Anales, p. 70. 
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poet’s career. 3 plays in Table I—La fuerza de la sangre, La tragedia 
por los celos, and El mejor esposo—and 4 in Table II—Cuanto se 
estima el honor, Los enemigos hermanos, La justicia en la piedad, and 
Progne y Filomena—have 2 passages each. 

Castro used 11 forms of lira in his definitely authentic plays: 


Form TaBie I Tasz II 
(No. of Passages) (No. of Passages) 
aBaBcC 3 2 
abaBcC 0 1 stanza 
AbAbCC 1 0 
AbaBcC 0 1 stanza 
abbacC 2 4, plus 2 stanzas 
abBacC 0 1 
AbbAcC 1 0 
AabBcC 1 5 
aabBeC 0 1 stanza 
AabBCC 1 1 stanza 


In Table III 8 forms occur (those above the line appear also in 
authentic plays, those below the line only in Table III): 





aBaBcC Pagar en propia moneda. 

abaBcC Allé van leyes (2 stanzas), El ayo de su hijo (1 stanza). 

abbacC El ayo de su hijo, Las canas en el papel (MS), El prodigio 
de los montes. 

AbbAcC Ingratitud por amor. 

AabBcC Donde no esté su duefio, Ingratitud por amor, El nieto de 
de su padre. 

aabBeC Las canas en el papel (Print). 

aBaBCC El cerco de Tremecén. 


AbaBCC Allé van leyes. 


2 of the 3 most frequently appearing forms—aBaBcC and 
AabBcC—offer no aid for dating. In the plays in which lira ap- 
pears the rom. percentages go from 7.1 to 32.4, which shows clearly 
that the strophe spreads over Castro’s career. However, abbacC is 
apparently comparatively late: the rom. percentages in the plays 
containing it go from 28.7 to 35. The earliest play to show it is 
La fuerza de la sangre (1613-14). 

EJM refers to “estancias del tipo AabBcC con las variantes 
AbaBcC y AbbAcC.” *® In a broad sense, any lira form may be a 


*% Anales, p. 63. 














THE COMEDIAS OF GUILLEN DE CASTRO 111 


variant of any other, since all are lira. More precisely, however, 
if we are to judge by the stray stanzas occurring in the midst of 
otherwise regular passages, variants keep the same order of rimes, 
changing only the length of the lines. Thus in La justicia en la 
piedad we find 1 stanza of aabBcC and 1 of aabBecC in a passage of 
AabBcC and two stanzas of abbacC in a passage of AbBacC; and in 
Dido y Eneas there is 1 stanza each of abaBcC and AbaBcC in a 
passage of aBaBcC. AbaBcC might, therefore, be taken better as 
a variant of aBaBcC, and AbbAcC as a variant of abbacC. 

The three short passages occurring in plays before 1611 are all 
lm. Later, however, n.m. and dial. appear in La fuerza de la sangre 
and La tragedia por los celos, and m.ad. in El mejor esposo. In 
Table II we find n.m. and dial., as well as l.m. in Dido y Eneas; m.ad. 
and dial. in Los enemigos hermanos and La justicia en la piedad; and 
straight dial. in El conde de Irlos, Cuanto se estima, and El Narciso 
en su opinidn. 


10. Swueltos. 


EJM states that ter. and su. (verso libre) belong to Castro’s 
“primera época.” * He also asserts: 


[Lope], en las series de versos sueltos, casi siempre mezcla algin pareado 
o algunos versos rimados. Por otra parte, es muy dificil que termine 
Lope la serie de versos sueltos con un pareado. G. de C., por el contrario, 


no rima en medio de la serie, y los dos versos finales quedan rimados 
siempre.*? 


A very large majority of Lope’s su. passages have the final 
couplet. The third passage of su. in Act II of El caballero bobo has 
no final couplet. 3 plays by Castro have from 3.4% to 16.6% of 
par.in su. The fact is that if there are any rimed lines besides the 
final couplet in a passage of Castro’s su. (except in the case of 
El cerco de Tremecén), EJM designates it sil. If passages in Lope 
containing rimed lines are su., then the same type of passages in 
Castro should be so designated as well; otherwise no comparison is 
valid. 

The following plays contain sw.: 


TaBLeE I 
1592?-99? El amor constante. 2 passages. N.m. & dial.; dial. 2.2%. 
Ca. 1599 El desengafio dichoso. 2 passages. L.m.,n.m., dial. 4.5%. 
15927-1607 El caballero bobo. 4 passages. Dial., m.ad. & dial. 7.7%. 
* Anales, p. 70. 
7 Obras, II, viii. See also Morley and Bruerton, op. cit., pp. 93 n. 2, 95, 264. 
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TaBLe II 


El conde de Irlos. 2 passages. Dial. 3%. 

La humildad soberbia. 2 passages. Dial. 5.6%. 

La justicia en la piedad. 1 passage. Dial., ‘“‘consultas.”’ 
3.7%. 

Las mocedades del Cid II. 1 passage. Dial. 2.7%. 

El nacimiento de Montesinos. 1 passage. Dial. 2.7%. 

El perfecto caballero. 1 passage. Dial., ms.ad., n.m. 


3.7%. 
Progne y Filomena. 1 passage. Dial. 1.6%. 


La justicia en la piedad and Las mocedades del Cid II have rom. 
percentages, respectively, of 27.7 and 25.7, which show that su. in 
Castro is not entirely limited to his first period. 

The following plays contain par. in su.: 


TaBLe II 


La justicia en la piedad. 120 lines, 20 rimed. 16.6%. 
Las mocedades del Cid II. 33 lines, 2 rimed. 6.6%. 
El perfecto caballero. 117 lines, 4 rimed. 3.4%. 


The rom. percentages of these plays are between 25.7 and 27.7, 


suggesting that Castro began riming lines in su. about 1610. 


11. Cancién. 


Lope de Vega practically ceased to make use of canc. after 1616. 
Castro, on the other hand, uses it both early and late in the plays of 
Table I; and Table II contains examples in plays that may well be 
midway between the two periods. Castro used 8 different forms of 
canc.—7 of them in 8-line stanzas—in 9 plays of Tables I and II: 


TABLE I 


9-line abCabCedD El amor constante. Ms.ad., dial. 3.6%. 
8-line aBAcbecDD El desengafio dichoso. N.m., dial. 4.3%. 
8-line ABcaBedD El mejor esposo. L.m. 3%. 

ABcaBcDD 

ABcAbCDD 

ABcAbCdD 

ABcabCdD 


TaBLe II 
8-line aBaBCceDD Las mocedades del Cid I. L.m. 8%. La 


(aAbBCeDD) fuerza de la costumbre. L.m. 1.4%. 
8-line AbCAbCdD El perfecto caballero. L.m., dial. 3.3%. 
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8-line AbbAccDD Engafiarse engafiando. L.m., dial. 4.6%. 
Cuanto se estima el honor. L.m., dial. 


3.3%. 
8-line ABBACCDD Engafiarse engafiando. L.m., dial. 2.2%. 
8-line ABCABCDD La justicia en la piedad. Dial. 2.4%. 


TaBLeE III 


8-line ABABCCDD El ayo de su hijo. Ms.ad. & dial. 3.6%. 
8-line aBaBCcDD - Donde no esté su duefio. L.m. 3%. 
15-line abCabCcddeEfFgG Pagar en propia moneda. L.m. 1.2%. 


12. Assonants. 


There is but one example of assonants in Tables I and II: in El 
mejor esposo, 7-s., ms.ad. & dial., 6.7%. 


13. Redondillas plus quintillas. 


There are two cases of the 9-line strophe which consists of one 
red. plus one qu. Lope used qu. of type 5 in this strophe, but 
Castro characteristically preferred type 2, with the third line a 
quebrado: ABbAB. The plays are: 


Las mocedades del Cid I. 1 passage. Dial. & m.ad. 2.3%. 
La verdad averiguada. 1 passage. Ms.ad. 2.3%. 


In Lope most of the cases are before 1604. In Castro they seem 
some years later. 


14. Number of Passages. 


As with the number of passages of the various meters, the total 
number of passages in a play gives little aid in dating Castro’s plays. 
The maximum number, 23, is found both in El amor constante 
(1592?-99?) and El mejor esposo (1617-24). The minimum, 3, is 
found only in Los mal casados de Valencia. The next smallest 
number, 12, appears in El conde Alarcos and El pretender con pobreza 
(Table II; 41.5% of rom.). Since Castro does not change meters so 
often as did Lope, the longest passages of the important meters in 


his latest plays remain longer than in the corresponding plays in 
Lope. 


15. Spanish Lines. 


The percentage of Spanish lines affords no aid in dating. The 
lowest percentage in Table I is 74.5, in El mejor esposo; the highest 
100 in Don Quijote de la Mancha. 
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16. Act Openings and Closings. 


Act openings and closings break down as follows: 
Before 1611. 6 plays, 18 acts. 


Openings 
Red 9 50.% 
Qu 8 44.4 
Rom 
Ter 
Su 1 5.5 


18 99.9 
3 plays, 9 acts. 


Red 6 
Qu 1 
Rom 1 88.8 
7-s. Ass 11.1 
Lira 1 


9 99.9 9 99.9 


Thus, in openings, red. increases in importance, qu. decline, and 
lira and assonants make their appearance. In closings, red. dis- 
appear, rom. increases greatly, asin Lope. Only red., as with Lope, 
increase in openings as their line percentage declines. Castro, un- 
like Lope and Tirso, did not favor déc. in either openings or closings. 


V. Puays or VaGue SPREAD 


1. El amor constante. (Cf. Table I and Notes to Table I.) 


The rom. percentage, 7.1, seems considerable for so early a year 
as 1592, and there is also a passage of déc. in the play. Lope’s 
earliest use of déc. is probably not before 1596.** EJM speaks of 
the archaism of the meters employed,** but there are ter. in El conde 
Alarcos (1600?-02) and 4.5% in El mejor esposo (1617-—24).*° There 
are su. in La justicia en la piedad (Table II). Since the form of 
canc. is used by Castro in this play alone, it cannot help to date. ° 

The gu., with a smaller percentage than those in La fuerza de la 
sangre (1613-14), seem light for an early year. The rom., however, 
consists entirely of n.ms., and the percentage of quat., 100, is far 

8 See Décimas, above. 

** Obras, I, li. 

* See below. 
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greater than that of any other play by Castro preserved. In all 
probability, the play is no later than El desengajio dichoso.“ 
Date: 15967-1599? 


4. El caballero bobo. (Cf. Table I and Notes to Table I, above.) 


The longest red., 840 lines, is longer, and the longest rom., 86 
lines, shorter than those in El amor constante, respectively 668 and 
100 lines. The su. are the heaviest in Castro. All this seems early. 
However, there is dialog in rom., which proves, providing Lope 
initiated it, that 1595 is the terminus a quo of Castro’s play. 

One act ends in rom. and one in ter., as in El conde Alarcos. The 
qu. are of about the same percentage as in El curioso impertinente 
and Don Quijote. 5.6% of rom. is probably no later than 1605, 
especially as the 80% of quat., though considerably less than that of 
El amor constante, is much more than those of El desengafio dichoso 
and El conde Alarcos. EJM believes, because of technical similari- 
ties, that the play was written at about the same time as El amor 
constante.* That may be the case, but the verse suggests that it 
might well be later. 

Date: 1595?-1605. 


5. El curioso impertinente. (Cf. Table I and Notes to Table I, 
above.) 


Only one act ends in rom., whereas, in La fuerza de la sangre 
(1613-14), all three acts close in that meter.** The lira percentage 
is considerably less than in the plays after 1612, the rom. less than in 
El conde Alarcos. The longest rom. is, however, 32 lines longer than 
the longest in El conde Alarcos. The heavy red. and considerable 
qu., the light rom. and lira, the few meters in comparison with early 
plays, all point to the comedia’s having been written shortly after 
the publication of Don Quijote. Castro was probably correct in 
including this play in December, 1624, among those which he said 
had been written fifteen years before.“ 

Date: 1605-08? (probably 1605-06). 


6. Don Quijote dela Mancha. (Cf. Table I and Notes to Table 
I, above.) 


Two acts end in rom., as in the two Las mocedades del Cid, Table 
II; but there are only three meters, a combination that resembles 

“ See No. 2, Notes to Table I, above. 

“ Obras, I, liv-lv. 


48 Cf. Las mocedades del Cid and Dido y Eneas, Table II, below. 
“Tn the Dedication to his Segunda Parte. 
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El conde Alarcos (1600?-02) more than any of the later plays. The 
heavy red., the considerable qu., 5 passages of rom. with a moderate 
percentage about half that of La fuerza de la sangre (1613-14), sug- 
gest that this play, like the preceding, was written soon after the 
publication of Don Quijote. 

Date: 1605-08 (probably 1605-06). 


9. El mejor esposo, San José. (Cf. Table I and Notes to Table 
I, above.) 


The longest passages of red. and rom., respectively 324 and 232, 
look late, as does the red. percentage, 35.1. The qu. percentage, 
however, is high for 1620 or later. 

Date: 1617-20? (probably 1617-18). 


VI. Tasue II 


AUTHENTIC, UNDATED PLAYS ARRANGED ALPHABETICALLY 


(The figures after the act openings and closings are the number of 
passages in the respective acts. In the schedules, the first column gives 
the number of passages, the second the number of lines, of the respective 
meters.) 


El conde de Irlos. Primera Parte (1618). Obras, I. 
Oct-rom; qu-rom; red-rom. 8, 6, 8. 
1524 Red 48. 1608?-24? 
580 Qu 18.3 Before 1608? 
666 Rom 21. 1608?-12? 
80 Oct 2.5 1608?-24? 
166 Ter 5.2 Before 1600? 
66 Lira 2.1 AabBcC. 1608?-14? 
94 Su 3. Par.: 0. 


22 3176 100.1 


Rom.: ms.ad. & dial., letters. Oct.: dial. Ter.: l.m., m.ad., dial. 
Lira: dial. Su.: dial. Thequ. are 1, two 2, seven 3,one5. Quat.: 39.9%. 

Spanish lines: 87.3%. Longest passages: red. 432, qu. 305 (beginning 
II), rom. 144, su. 50. 


H. Mérimée wrote: 


Les trois comedias: El conde Alarcos, El nacimiento de Montesinos et 
El conde de Irlos ont dd étre écrites par Castro vers la méme époque, puis- 
qu’elles ont pris place céte 4 céte dans La Premiére Partie de son théAtre.* 


If order of publication in a volume were a safe criterion for dating, 
“ L’ Art dramatique 4 Valencia, pp. 599-600. 
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the plays of the Siglo de oro would all have long ago been dated. 
EJM says: 


Las analogfas de las fuentes utilizadas y la repeticién de escenas seme- 
jantes, por lo que se refiere a esta comedia con relacién a la de Monte- 
sinos, nos inclina a aceptar para estas dos producciones los afios de 1600 
a 1602, es decir, que con ellas se inicia la segunda época de la produccién 
dramdtica de G. de C. En este perfodo se funda muy especialmente en 
el Romancero, no a la manera anterior, sino respetando los detalles.“ 


Lope wrote as much as 21.7% of rom. between 1599 and 1603 
(Los Guzmanes de Toral).“7 La contienda de Garcia (1600) has 21.2%, 
Las pobrezas de Reinaldos (1599) 20%.*® The amount of rom. in 
El conde de Irlos is not, therefore, impossible as early as 1600. 
However, the first four plays in Table I have a maximum percentage 
of 11.5 and a maximum of 4 passages. Moreover, three acts ending 
in rom. do not seem early when only one act in the three plays 
definitely dated before 1603 so ends; there is no case in Lope before 
1604 of all three acts ending in the strophe. In the first four plays 
in Table I the longest passages of rom. are all shorter than that in 
El conde de Irlos. In El nacimiento de Montesinos the longest pas- 
sage is 74 lines, the percentage 3.9, and 39.9% of quat does not 
seem early. 

The percentages of qu. and ter. in El desengatio dichoso (ca. 1599) 
closely parallel those in El conde de Irlos. Don Quijote dela Mancha, 
however, has 17.2% of qu. and 340 lines in its longest passage; and 
thus the qu. in El conde do not necessarily point to before 1600. 
With regard to ter., Las mocedades del Cid II has 8.4% and El mejor 
esposo (1617-24) 4.5%, which proves that Castro on occasion wrote 
moderately heavy ter. many years after 1600. 

The red. percentage is low for 1602 and before. Don Quijote de 
la Mancha has 20% more, and the longest passage in El conde de 
Irlos is considerably shorter than any in dated plays before La 
tragedia por los celos. The form of lira does not help to date, but 
the percentage is larger than those in the first four plays of Table I. 

Furthermore, it is not necessarily true that, because El conde de 
Irlos resembles El conde Alarcos and El nacimiento de Montesinos in 
subject matter, it must be of the same period.** The versification 

“ Obras, I, Ixxxvi. 

47 Morley and Bruerton, op. cit., pp. 21, 144-145. Cf. also W. L. Fichter in 
Romanic Review, 1942, XXXIV, 204. 

“8 Morley and Bruerton, op. cit., p. 16. 


** See Los enemigos hermanos, Table II, below, and EJM’s remarks on that 
play. 
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resembles that of later plays more closely. Lack of par. in su. 
probably limits the terminus ad quem to ca. 1610. 
Date: 16007-1610 (probably 1605-08). 


Cuanto se estima el honor. Segunda Parte (1625). Obras, IT. 


Red-rom; rom-rom; rom-rom. 7, 5, 7. 


6 1224 Red 46.2 1608?-24. 
2 310 Déc 11.7 1620? and later. 
7 858 Rom 32.4 1613?-24. 
1 32 Oct 1.2 
2 138 Lira 5.2 abbacC, AabBcC. After 1607. 
1 88 Cane 3.3 AbbAccDD. 
19 2650 100.0 


Déc.: dial., l.ms. & dial. Rom.: dial., ms.ad. & dial. Oct.:l.m. Lira: 
dial., lm. Canc.: lm. & dial. Quat: 38.2%. 

Spanish lines: 90.3%. Longest passages: red. 476, déc. 170, rom. 172, 
lira abbacC 102. 


EJM places this play after El conde Alarcos (1600?-02) and before 
Don Quijote de la Mancha, thereby making the date 1600-05, pa- 
tently too early. He remarks: “. . . en esta comedia vuelven a 
recordarse procedimientos de la primera época de nuestro escritor.”’ *° 

The percentages of rom., red., and déc. seem late, as does also 
lira abbacC in Castro. The cane. is found in Engajiarse engafiando 
(q.v., below, Table II). Two acts beginning in rom. and three ending 
in the strophe are by no means early. On the other hand, the 
longest passages of red. and rom. are more like those of Dido y 
Eneas (q.v., below, Table II) than those of La tragedia por los celos. 

Date: 1615-24 (probably 1620-24). 


Dido y Eneas. Segunda Parte (1625). Obras, I. Before Octo- 
ber, 1619. 
Oct-rom; qu-rom; qu-rom. 7, 8, 6. 
6 1184 Red 38.7 1610?-24. 
3 305 Qu 10. Before 1615? 
1 80 Déc 2.6 1605?-14. 
8 1032 Rom 33.7 1613?-24. 
1 168 Oct 5.5 1608?-—24. 
1 79 Ter 2.6 
1 210 Lira 6.8 aBaBcC (1 stanza each of abaBeC 
and AbaBcC). After 1607. 


21 3058 99.9 
* Obras, II, ix. 
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Déc.: m.ad., l.m., dial. Rom.: n.ms., ms.ad., dial. Oct.: dial., inter. 
n.m., dial. Ter.: inter.n.m., m.ad., dial. Lira: l.ms., n.m., dial. The 
qu. are 1, one 2, three 5. Quat.: 43.8%. 

Spanish lines: 85.0%. Longest passages: red. 472, qu. 175 (beginning 
III), rom. 176. 


In Parte XIV of his comedias (aprobacién October, 1619), Lope de 
Vega dedicated Las almenas de Toro to Guillén de Castro, mentioning 
“Ia Dido celebradisima, a quien el dfa que yo la vi en esa ilustrisima 
ciudad hice este epigrama. . . .” Lope is known to have been in 
Valencia in 1588-90, in 1599, and in the summer of 1612. 

Rennert thought that it was during the visit of 1599 that Lope 
saw Castro’s play." E. Mérimée agreed. EJM sums up the 
argument: 


No es probable que fuese en 1616, por las circunstancias que rodearon 
a este viaje; ni en el época del destierro, porque ello implicarfa para la 
obra una antigiiedad contra la que pugnan todos sus caracteres. La 
métrica responde a la manera primitiva del autor, pues se encuentran 
tercetos y la estrofa AbaBcC. Por ello creemos que debe aceptarse la 
hipétesis ya formulada que hubo de ser en el segundo viaje [1599]. . . . 
El hecho de que fuera elogiada por voto tan de calidad hacia el 1618 . . . 
explica que, aunque obra tan antigua, fuera incluida luego en la Segunda 
Parte. De haberse representado en 1616, no se comprende cémo quedara 
sin publicarse en la edicién de 1618, cuando el éxito estuviera tan re- 
ciente.** 


34.1% of rom. does not seem like the “manera primitiva” of any 
Spanish dramatist before the generation of Calder6n. There is no 
evidence that Lope wrote as much as 30% of rom. until 1613; Tirso 
de Molina’s Santa Juana trilogy, largely autograph, composed in 
1613, has rom. of 21.2%," 28.2%, and 13% in its respective parts; 
Tirso’s Don Gil de las calzas verdes (1607-15)® has 19.7%. The 


‘HH. A. Rennert, op. cit., p. 17. Cf. Rennert and Castro, Vida de Lope de 
Vega, p. 269. 

® EK. Mérimée, op. cit., p. xix. 

53 Obras, I, lxviii. 

% The end of the rom. passage in the second act is missing in the autograph. 
If the original followed fairly faithfully the printed text, the total rom. percentage 
would be 23.8. 

5 Three references to Madrid as the court—BAE, V, 405c, 410c, 414c—with 
nothing to indicate that the return from Valladolid was recent, and document 
432 in San Romdn’s Lope de Vega. Los cémicos toledanos y el poeta sastre, showing 
that it was to be performed in the summer of 1615, date the play. 
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maximum rom. in the nine plays of Gaspar Aguilar preserved, all of 
which were written before 1616, is 14.5%." Mira de Amescua’s El 
esclavo del demonio, printed in 1612,57 has 22.8%. Vélez de Gue- 
vara’s La serrana de la Vera, dated by Ramén and Marfa Goyri de 
Menéndez Pidal as not “anterior a 1613,” ** has 31.1%. This does 
not exhaust the evidence. Lope did not exceed 21.7% of rom. before 
1604, and there is no evidence as yet that any other dramatist did. 
Rom. in 1599 was a comparatively new meter in the comedia; it was 
developing, but its evolution had not progressed so far that it 
occupied 30% of a play. 

The longest rom. in Dido y Eneas is longer than that in any play 
before 1608; the longest red. is shorter than those in the plays of 
before 1608. One stanza of lira AbaBcC cannot aid in dating, 
particularly since it is the only stanza of that form in clearly authen- 
tic Castro and merely a variant in a passage of aBaBcC, a form that 
can belong to any period. Furthermore, Castro’s early plays have 
from 20% to 30% more red. than Dido y Eneas, half as much déc., 
and about a quarter as many liras (but see Progne y Filomena, 
Table II, below). The rom. and red. alone are sufficient to show 
that the play can by no means be as early as 1599. The only play 
in Table I to show similar proportions of the two strophes is La 
tragedia por los celos (1622). Non-publication of the play in 1618 
may be explained by the probability that the MS. of so successful 
a play was still in the hands of actors. 

It is not known exactly how long Lope de Vega spent in Valencia 
in the summer of 1616, but A. G. de Ameztia has figured out what 
would seem to be the probable length of time.*® According to his 
chronology of the summer, Lope left Madrid about June 30 and 
arrived in Valencia about July 2; was ill from July 4 to July 21; 
and left Valencia, still not fully recovered, about August 9. On 
August 6 Lope wrote to the Duke of Sessa, excusing himself for not 
writing before by saying he had been ill in bed for seventeen days.” 
Even if we take Lope’s figures as precise and accurate—and they 
seldom were, even when Lope had no axe to grind *“—it is clear 
that there was much time during his stay in Valencia in which he 


In El gran patriarcha don Juan de Ribera, published in 1616. 
57 In Tercera Parte de comedias de Lope de Vega y otros autores, Barcelona, 1612. 
58 Teatro antiguo espafiol, I, 127. 
5° A. G. de Ameztia, Lope de Vega en sus cartas, II, pp. 352-381; III (El 
epistolario de Lope de Vega), letters no. 258 and 259, and p. 271. 
6° A. G. de Amezitia, op. cit., ITI, p. 254, letter no. 259. 
* Cf. Morley and Bruerton, in Hispania, 1936, XIX, 217-234. 
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could have spent two hours witnessing the successful play of a 
dramatist friend. 

In fine, contrary to the assumption up to this time, Lope did have 
time to see Dido y Eneas in the summer of 1616. Furthermore, the 
verse of Dido y Eneas does not fit the year 1599; it does fit the year 
1616. 

Date: 1613-16. 


Los enemigos hermanos. Segunda Parte (1625). Obras, III. 


Red-rom; qu-rom; red-rom. 4, 8, 6. 
6 1464 Red . 49.5 1608?-24? 


2 235 Qu 7.9 Before 1620? 

1 120 Déc 4.1 1615?-24. 

7 908 Rom 30.8 1613?-24. 

2 228 Lira 7.7 abbacC, AabBcC. 1610?-24. 
18 2955 100.0 


Déc.: dial., ms.ad. Rom.:n.m., dial., inter.n.m., n.ms. & dial., l.m., 
dial. Lira: dial. & m.ad.; l.m. & dial. The qu. are 1, one 2, two 3. 
Quat.: 39.2%. 

Spanish lines: 92.3%. Longest passages: red. 500, qu. 180, rom. 196, 
lira 150. 


EJM places the play just before La fuerza de la costumbre and El 
Narciso en su opinién, and after El curioso impertinente and El mejor 
esposo. He writes: 


La fijacién de la época en que hubo de escribirse esta comedia ofrece 
serias dificultades. Coincide con las del primer perfodo de G. de C. en la 
localizacién en el reino de Hungaria. Tiene muchos puntos de contacto 
por su asunto y aun por la forma de desarrollarlo con la titulada Cuanto 
se estima el honor. Con todo, la métrica no corresponde con las circuns- 
tancias de aquellas obras primeras, ni aun, a pesar de tener més semejan- 
zas, con la comedia citada; ademas, la ideologia difiere grandemente de 
aquéllas. El empleo de las estancias del tipo abbacC parece propio del 
ultimo tercio de la produccién de G. de C., pero se encuentra ya en Cuanto 
se estima el honor. Retrotraer esta comedia a la época en que tal tipo 
de estancia parece usado, segtin toda probabilidad, de un modo sistem4- 
tico, por G. de C., es violento; ya que el localizar en NApoles la historia del 
rey don Jaime I, de la cual historia tanto usofhizo en El perfecto caballero 
y otras obras de métrica también andloga, reclama conceder por mds 
verosimil la hipétesis de que habra de ser escrita por aquellos afios. 

En cambio, en Los enemigos hermanos vemos circunstancias que in- 
clinan el 4nimo a la suposicién de que corresponde a la iniciacién del 
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Gltimo periodo de produccién del poeta, en el cual hay con frecuencia 
recuerdos de obras anteriores, pero con detalles que revelan la transforma- 
cién del cardcter del autor: mds realista, mds conciso, mds cultivador de 
los personajes cémicos, mds en consonancia con la escuela propia de Lope 
y libre de las reminiscencias del senequismo. . . . 


The play has more red. and qu. and less déc. than seem usual in 
1620 and later (but see El pretender con pobreza, below). Concerning 
rom., see the preceding play, Dido y Eneas. The length of the 
longest rom. is practically duplicated in La justicia en la piedad 
(Table IT). 

Date: 1615?-20 (perhaps ca. 1615). 


Engafiarse engafiando. Segunda Parte (1625). Obras, III. 


Red-rom; red-rom; canc-rom. 6, 8, 6. 


7 1256 Red 43. 1608?-24. 

1 160 Déc 5.5 After 1615? 

6 968 Rom 33.1 1613?-24. 

1 93 Sil 2° 3.1 1620?-24. 

1 128 Oct 4.4 

1 14 Son 45 A. 

1 102 Lira 3.5 abbacC. 1610?-24. 

2 200 Canc 6.8 ABBACCDD, AbbAccDD. 
20 2921 99.9 


Déc.: dial., l.ms. Rom.: ms.ad., n.m., dial. Sil.: dial. Oct.: n.m. 
Son.: l.m. (with red. 4). Canc.: dial., lms. Lira: dial. Quat.: 35.6%. 


Spanish lines: 81.6%. Longest passages: red. 236, rom. 206, canc. 
AbbAccDD 136. 


Rennert says that the play was written in 1624 or earlier,®* a fact 
derived from the date of publication. EJM writes: 


En 1624 “habfan emparedado a Amarilis, famosa representante, por 
las insolencias del duque de Vsuna” [quoted from Vich’s Dietario]. A 
nada de eso . . . alude G. de C.: el argumento del silencio no es de un 
alcance absoluto.™ 


Again: 
E] nombre de Bernarda y la alusién a un Sanchez cémico, nos hacen 


pensar en Bernarda de Herrera, casada con Felipe Sdénchez. Estos 
actuaron en Valencia con Pinedo, en 1621. . . . Rennert habla de un 


® Obras, III, vi. 


* The Spanish Stage, p. 457. 
* Obras, ITI, xix. 
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Felipe Sénchez de Echeverria, autor de comedias, que en septiembre de 
1623 representé delante del rey (Vid. The Spanish Stage, p&g. 596). 
De ser éste el aludido por Castro, tendrfiamos un dato muy seguro para 
fijar el afio en que hubo de escribirse la comedia, pero es probable que sea 
anterior; tal vez hacia 1621. 


The date of Marfa de Cérdoba’s imprisonment seems to have 
been 1621 rather than 1624. In any case there is no internal evi- 
dence, negative or affirmative, to date the play exactly. 

The presence of sil. 2°,°7 the longest passages of red. and rom., 
the percentages of déc., rom., and red., all tend to show that the play 
was written in 1620-24 (probably 1622-24). 


La fuerza de la costumbre. Segunda Parte (1625). 3 MS copies, 
Biblioteca Nacional. Obras, III. 


Rom-rom; red-rom; red-rom. 7, 5, 6. 





6 1564 Red 55.1 Before 1620. 
2 230 Qu 8.1 Before 1620? 
1 100 Déc 3.5 Before 1620? 
7 820 Rom 28.8 1610?-24. 
1 88 Oct 3.1 After 1607. 
1 40 Canc 1.4 aBaBCcDD. 
18 2842 100.0 


Déc.: ms.ad. Rom.: n.ms. & dial., ms.ad. & dial., l.ms. & dial., dial. 
Oct.: dial. & n.m. Canc.: l.m. The qu. are 1, two 2, three 3, one 5. 
Quat.: 31.7%. 

Spanish lines: 95.5%. Longest passages: red. 492 (beginning IT), qu. 
220, rom. 198 (beginning I). 


EJM places this play between Los enemigos hermanos and El 
Narciso en su opinién. 

The 8-line canc. in this play is found also, in smaller quantity, in 
Las mocedades del Cid I. The longest rom. may be compared to the 
194 lines in La justicia en la piedad, the 208 lines in La fuerza de la 
sangre, and the 196 in Los enemigos hermanos, all of which plays have 
about the same percentage of rom. There is somewhat more red. 
than in La fuerza de la sangre. La fuerza de la costumbre belongs, in 
all probability, to the same general period as the plays dealing with 
the Cid (see below). 

Date: 1610?-20 (probably 1610?-15?). 

% Obras, ITI, xviii, n. 2. 


* H. Mérimée, Spectacles et comédiens 4 Valencia (Toulouse, 1913), p. 213, n. 1. 
*7 See Silva, above. 
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La humildad soberbia. Primera Parte (1618). 
Red-red; red-rom; red-red. 3, 5, 5. 


7 2456 Red 72.9 Before 1610? 
2 570 Qu 16.9 1595?-1612? 
2 152 Rom 4.5 Before 1605? 
2 190 Su 5.6 Par.: 0. Before 1600? 


13 3368 99.9 


Rom.: n.m. & dial., n.m. Su.: dial. The qu. are 1, twenty-seven 2, 
eleven 3, three 5. Quat.: 55.3%. 


Spanish lines: 94.3%. Longest passages: red. 564, qu. 320, rom. 88, 
su. 111. 


EJM believes that this play, because of “La igualdad casi abso- 
luta de ritmos empleados en ella con los usados en El nacimiento de 
Montesinos . . . Sélo carece de las octavas reales,” ** was written 
in the same years as the latter. He is probably correct in this case, 
but it would be dangerous to follow that method of dating at all 
times. Lope de Vega’s San Segundo de Avila (1594) and his La 
octava maravilla (1609) have identical meters, but very different 
percentages of those meters. 

Because of the dial. in rom. the play is probably not before 1595; 
and the percentage of the meter is probably not after 1605. 
Date: 1595?-1605? 


La justicia en la piedad. Segunda Parte (1625). Escogidas, 
XXVI (La piedad en la justicia). MS copy, XVIIth century, 
Biblioteca Nacional. Obras, III (Segunda Parte title in Table of 
Contents, Esc. title in text. 


Obras, I. 






































Red-rom; red-lira; red-rom. 5, 8, 8. 








7 1520 Red 46.5 1608?-24? 

1 120 Qu 3.7 After 1614? 

1 110 Déc 3.4 Before 1620? 

7 906 Rom 27.7 1610?-20? 

1 168 Oct 5.1 

2 240 Lira 7.4 abBacC, AabBcC. After 1614? 
1 120 Su 3.7 Par.: 16.6%. 1610?-20? 

1 80 Canc 2.4 ABCABCDD. 









21 3264 99.9 


Déc.: dial., m.ad. Rom.: ms.ad., l.m., dial. 1 oct. (1 stanza ABABA- 
BACC): m.ad., n.m., dial. 1 lira abBacC (2 stanzas abbacC) and 1 


88 Obras, I, xci and note 1. 









THE COMEDIAS OF GUILLEN DE CASTRO 125 


lira AabBcC (1 stanza aabBcC, 1 stanza AabBCC): ms.ad., dial. Su.: 
dial., “‘consultas.” 11-s. canc.: dial. The qu. arel. Quat.: 38.4%. 

Spanish lines: 86.3%. Longest passages: red. 440, rom. 194, lira 
AabBcC (ending ITI) 126. 


EJM ® gives figures for this play sufficiently different from the 
above to require a word of comment. Judging from his percent- 
ages, he counts as sil. the lira AabBcC ” the su., ™ and the canc.” 
The su. has 10 rimed pairs, or 20 lines, exclusive of the final couplet, 
which is a fixture, in 120 lines. Apparently EJM counts as canc. 
abCacCdD the lira abBacC.”* 

The par. in su. are considerably heavier than those in Las 
mocedades del Cid II (Table II, below). The other meters also seem 
to point to the period between La fuerza de la sangre (1613-14) and 
La tragedia por los celos (1622). 

The quat. percentage is less than that in any dated play before 
1611, although much higher than those of La fuerza de la sangre and 
El mejor esposo (1617-24). It is much the same as those in Cuanto 
se estima el honor, Los enemigos hermanos, and Engafiarse engafiando 
(all Table II, above); and in El Narciso en su opinién and El vicio 
en los extremos (Table II, below). This would suggest a date of 


1615?-24. The su., however, are heavy, and the déc. are light, for 
after 1620. 
Date: 1615?-20? 


Los mal casados de Valencia. Primera Parte (1618). Obras, II. 


All red; all red; all red. 1,1, 1. 
3 3019 Red 100. 
Act IT has 1036 lines, the longest passage of red. in Castro. 


This is the only play by Castro preserved which is entirely in red. 
There are three plays by Lope with red. in all but one passage, all of 
which seem 1588-95: El hijo Venturoso, La ingratitud vengada, and 
El principe melancélico. Later, about 1601-04, when Lope was also 
writing large quantities of red., the percentages never exceeded 91, 
and no more than one act was entirely in the meter. 

Castro’s play may have been a tour de force, written on a wager, 
and so possibly of any period in his career; but it is more probable 
that it was written to be performed and thus was composed at a time 

* Anales, p. 65. 

7 Obras, III, 145c-147c. 

" Ibid., 136a-138a. 

™ Tbid., 150ab. 

18 Ibid., 138a-140a. 
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when audiences expected, not a more or less regular group of four or 
more meters, but any kind of strophic arrangement that the whim 
of the dramatist dictated. That is to say, the play was probably 
written early, as Lope’s three comedias were, before the Spanish 
comedia began to assume, within the limits of the preferences of the 
individual dramatists, a rather regular choice of meters. 

It is impossible to date this play scientifically, but I believe that 
it was written in 1595?-—1604? 


Las mocedades del Cid I. Primera Parte (1618). Obras, II. 
Qu-red; red-rom; red-rom. §8, 6, 6. 


7 1592 Red 53.1 1608?-20? 
1 120 Qu 4. 
1 70 Déc 2.3 1605?-14? 
8 942 Rom 31.4 1613?-24. 
1 76 Ter 2.5 
1 24 Canc 8 aBaBCcDD (2), aAbBCcDD (1). 
1 171 Red & Qu 5.7 
20 2995 99.8 


Déc.: 1.m. Rom.: ms.ad. & dial., lm. & dial., l.m. (with canc. and 
red.), dial. Ter.: l.m., m.ad., dial. Canc.: l.m. (with rom. 28 and red. 
16). The qu. arel, two2. Quat.: 51.8%. 

Spanish lines: 90.8%. Longest passages: red. 604, rom. 176 (2). 


Rennert wrote: 


I cannot help thinking that this dedication of Las almenas de Toro ™ 
to G. de C. was intended for a compliment to Don Guillén as the author 
of the Cid, not as the author of Dido, and that it was to the Cid mainly 
that our author owed the great reputation he so early enjoyed throughout 
Spain,—in other words, that the Cid was written and acted upon the 
stage before 1599.” 


This is pure hypothesis, unfortunately not borne out by the 
verse. The rom. and red. percentages agree better with the plays 
of 1615-24 than with the early plays. Don Quijote de la Mancha is 
the first of Castro’s dated plays to end two acts in rom., and its qu. 
are much heavier than those in Las mocedades. It is not possible 
to believe, from all the verse investigations thus far made, that 31% 
of rom. could be as early as 1599. 

EJM places the play before Don Quijote de la Mancha, or before 
1605. He believes that ter. and qu. belong to Castro’s first period, 


™ See Dido y Eneas, Table II, above. 
™ Rennert, op. cit., p. 16, n. 2. 
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and the sonnet and lira AbAbCC to his second.” However, El 
mejor esposo (1617-24), the only play to contain lira AbAbCC, has 
also 4.5% of ter., which proves that, even if ter. are rarer after 1602 
than before, they are nevertheless found on occasion in some 
quantity. Concerning su. in a late play, see La justicia en la piedad, 
above. 

The red. resemble those of La fuerza de la sangre (1613-14), and 
the qu. percentage is close to that in La justicia en la piedad. Con- 
cerning the rom., see Dido y Eneas, above. 

The canc. form also appears in La fuerza de la costumbre, Table 
II, above. Red. and Qu. de pie quebrado are found in La verdad 
averiguada (Table II, below).”’ 

The verse points to a date after 1612, in which year Escobar’s El 
romancero del Cid was published.”* The play, in all probability, is 
not much earlier or much later than Dido y Eneas. The fact that 
Las almenas de Toro is the only comedia in which Lope dramatized 
the Cid—he dedicated it to Guillén de Castro—may mean that 
Castro anticipated Lope in basing a play upon the national hero; but 
that is by no means certain. 

Date: 1612?-18 (probably 1612-15). 


Las mocedades del Cid II. Primera Parte (1618). Obras, II. 
Rom-rom; red-red; qu-rom. 6, 7, 7. 


7 1364 Red 47.6 1608?-24? 

2 385 Qu 13.4 Before 1615? 

7 736 Rom 25.7 1610?-20? 

1 104 Oct 3.6 1608?-24. 

2 242 Ter 8.4 ? 

1 33 Su 1.2 Par.: 6.6%. 
20 2864 99.9 


Rom.: ms.ad., dial. Oct.: dial. Ter.: dial. Su.: dial. Red. 28: 
lm. The gu. are 1, three 3, three 5. Quat.: 33.1%. 

Spanish lines: 86.7%. Longest passages: red. 420, qu. 220 (beginning 
IIT), rom. 182 (beginning I), ter. 151. 


On the title page of the Primera Parte (1618 and 1621)), the two 
plays dealing with the Cid are entitled: Las mocedades del Cid, 
primera and Segunda de las hazafias del Cid. Since the plays had 
titles originally different, this comedia may have been written first, 

™ Anales, p. 70. 

™ Concerning this strophe, see Use of Meters, Red. and Qu., above. 


A. Valbuena Prat, Historia de la literatura espafiola, Barcelona, 1937, I, 
p. 298, n. 2. 
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since in the development of legend in epic and drama the early life 
of the hero is often treated last. 

EJM places the comedia three plays before Don Quijote de la 
Mancha, whose terminus a quo is 1605. As in the case of Las moce- 
dades del Cid I, I believe this to be too early. 

The red. are much lighter and the rom. considerably heavier than 
in any dated play before 1608. The number of passages and the 
percentages of red. and rom., the length of the longest passage of red. 
and the percentage of quat. resemble those in La justicia en la piedad 
(see above). The qu. are similar to those in La fuerza de la sangre 
(1613-14). Concerning ter., see Las mocedades del Cid I.”* 

The par. in su. are heavier than those in El perfecta caballero, 
Table II, and lighter than those in La justicia en la piedad (q.v., 
above). That may mean that the play was written ca. 1615. The 
rom. could be earlier. 

Date: 1610-15. 


El nacimiento de Montesinos. Primera Parte (1618). Obras, 1. 
Qu-red; qu-red; qu-red. 2, 5, 5. 


4 1796 Red 58. Before 1610? 
4 1045 Qu 33.8 Before 1600? 
2 122 Rom 3.9 Before 1605? 
1 48 Oct 1.5 

1 85 Su 2.7 Par.: 0. 








12 3096 99.9 


Rom.: m.ad. & dial., n.m. & dial. Oct.: dial., n.m. Su.: dial. The 
qu. are 1, nineteen 2, nineteen 3, one 4, six 5. Quat.: 72.1%. 

Spanish lines: 95.7%. Longest passage: red. 696, qu. 630 (beginning 
I), rom. 74. 


EJM believes the play written “poco después que El conde de 
Trlos.”’ *° 

Act openings and closings agree well with the plays of 1602 and 
before. There is considerably more qu. than in any other play by 
Castro extant, but the forms of the strophe are those which he pre- 
ferred; and the percentage in this play is much lower than the 
average in the plays of the Valencian dramatists. It is not probable 
that the play is later than El conde de Irlos. We should not expect 
a play with 3.9% of rom. and 72% of quat. to follow one with 21% 
of rom. and 39.9% of quat. 


79 And cf. Tercetos, above. 
*° Obras, I, lxxxix. See also Ixxxv—Ixxxvi. 
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Dialog in rom. is probably not earlier than 1595. The outside 
limits of the play would seem to be: 1595?-1602. 


El Narciso en su opinién. Segunda Parte (1625). Obras, III. 
Red-qu; red-rom; red-rom. 5, 8, 9. 


9 1488 Red 48.9 1608?-24. 

2 360 Qu 11.8 Before 1617? 

7 970 Rom 31.9 1613?-24. 

1 104 Oct 3.4 After 1607. 

2 28 Son 9 A, B. 

1 90 Lira 3. abbacC. 1610-15? 
22 3040 99.9 


Rom.: ms.ad. & dial., n.m. & dial., l.m. Oct.: l.m., dial., m.ad. 1 son. 
A,1B:lms. Lira: dial. The qu. are 1, seven 3. Quat.: 35.4%. 
Spanish lines: 92.6%. Longest passages: red. 516, qu. 215, rom. 222. 


EJM places this play after La fuerza de la costumbre and before 
La justicia en la piedad; and the verse seems to bear this out. 

The longest passages of red., gu., and rom. closely resemble those 
in La fuerza de la sangre (1613-14). There is also a certain resem- 
blance to the same play in the strophe percentages, although the 
rom. in El Narciso is heavier and the lira not so heavy. 

Date: 1612?-15? 


El perfecto caballero. Primera Parte (1618). Obras, II. 


Red-rom; red-rom; red-rom. 4, 4, 5. 


6 2128 Red 67.1 Before 1615? 

5 820 Rom 25.9 1610?-20? 

1 117 Su 3.7 Par.: 3.4%. 

1 104 Canc 3.3 AbCAbCdD. 
13 3169 100.0 


Rom.: n.m., inter. n.m. & dial., n.m. & dial., l.m. & dial., ms.ad. & dial. 
Su.: dial., ms.ad., n.m. Canc.: l.m. & 2 lines dial. Quat.: 59%. 
Spanish lines: 93%. Longest passages: red. 612, rom. 212. 


EJM places this play before Las mocedades del Cid and after 
El conde Alarcos, which would mean, according to his reckoning, 
about 1600, manifestly too early for 25.9% of rom. with a play- 
wright who wrote as little as 27.7% after 1620 (see El vicio en los 
extremos, Table II, below). The longest red. passage is somewhat 
shorter than that in Don Quijote de la Mancha and the longest rom. 
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almost as long as that in La tragedia por los celos (1622). Concerning 
three acts ending in rom., see El conde de Irlos, Table II, above. 
The 8-line canc. resembles that in El amor constante (1592?-1599), 
but mere resemblance is no guide in a dramatist who repeated only 
two canc. forms in the course of his extant plays.™ 
The par. in su. are lighter than those in Las mocedades del Cid II. 
Date: 1610?-15? 


El pretender con pobreza. Segunda Parte (1625). Obras, II. 
Red-rom; rom-rom; red-rom. 4, 3, 5. 


5 1524 Red 53.9 1608?-—20? 
1 130 Déc 4.6 After 1615? 
6 1174 Rom 41.5 1620?-24. 


12 2828 100.0 


Déc.: dial., m.ad. Rom.: ms.ad. & dial., n.ms. & dial. Quat.: 11.2%. 
Spanish lines: 100%. Longest passages: red. 484, rom. 252. 


EJM places this play between Don Quijote de la Mancha and 
Los mal casados de Valencia, patently too early for its heavy rom. 
The percentage and the longest passage of rom. suggest a date 
close to the year of publication. We should expect more déc. after 
1620 and less red.; but, considering the amount of rom. found in the 
dated plays, 41.5% seems undoubtedly late. 
Date: 1620-24 (probably 1623?-24). 


Progne y Filomena. Primera Parte (1618). 
Red-qu; rom-red; red-rom. 3, 8, 4. 








Obras, I. 


5 1648 Red 54.3 1608?-20? 

1 365 Qu 12. Before 1617? 

4 542 Rom 17.8 1605?-12? 

1 106 Ter 3.5 

2 324 Lira 10.7 AabBcC, aBaBcC. After 1607? 
1 48 Su 1.6 

1 3 Letra 1 


15 3036 100.0 


Rom.: letter, ms.ad., n.m. & dial., dial. Ter.: dial.,n.m. Lira: l.m. 
& dial.; dial. Swu.: dial. The qu. are 1, four 2, four 3. Quat.: 59.7%. 

Spanish lines: 84.2%. Longest passages: red. 512 (beginning I), rom. 
186, lira AabBcC 204. 


81 See Cancién, above. 
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EJM writes: 
. . » hubo de ser anterior a 1600, ya que aparecen en esta comedia los 
nombres de Lisardo (el hortelano) y del camarero Ricardo, este dltimo 
que denuncia un recuerdo de Virués, y el primero tan empleado por el 
valenciano en su primera época . . . se encuentran hasta pensamientos 
anélogos a los del capitén Virués, como ha sefialado el sefior Mérimée.™ 


H. Mérimée quotes Virués (a lover sees his beloved lying dead): 


Aspera i fuerte suerte 
Hallar mi vida convertida en muerte, 
(La infelice Marcela) 
and compares Castro’s: 
Mas jqué imagen de mi muerte 
Veo en la que fué mi vida? * 


If Castro copied Virués—but the calling of a loved one mi vida is 
sufficiently common to have suggested the antithesis to two inde- 
pendent poets—it could have been at any time after the publication 
of La infelice Marcela (1609). 

The red. percentage is lighter, the rom. heavier, the lira very 
considerably heavier than in any of the plays before 1608. The 
longest rom. passage is longer than any before 1608; the longest red. 
may be compared to those in El curioso impertinente (1605-10?) 
and La fuerza de la sangre (1613-14). On the other hand, the rom. 
and quat. percentages are closer to those of Don Quijote than to 
those of the plays of 1610-20. The su. are lighter than in dated 
plays before 1600. The absence of par. in su. may mean before 1610. 

Date: 1608?-12? 


La verdad averiguada y engafioso casamiento. Segunda Parte 
(1625). Obras, II. 


Qu-rom; red-rom; red-rom. 4, 6, 6. 


7 2512 Red 71.5 Before 1610? 
1 170 Qu 4.8 
7 750 Rom 21.3 1608?-12? 
1 81 Red & Qu 23 
16 3513 99.9 


Rom.: n.ms. & dial., ms.ad., dial. Red & qu.: ms.ad. The qu. are 1. 
Quat.: 25%. Spanish lines: 100%. Longest passages: red. 664, rom. 
158. 


* Obras, I, xi. 
% L’ Art dramatique, p. 579, n. 1. 
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EJM writes: 


Supone la obra un recuerdo vivo de las fiestas celebradas en Valencia 
en 1599 con motivo de la boda de Felipe III . . . y aunque la importancia 
de tal acto y la resonancia que tuvo puede explicar que pudiese recordarse 
aun transcurridos algunos afios, hay ciertos detalles en la obra que obligan 
a resistirse a trasladar la fecha a gran distancia del momento en que 
tuvieron lugar los hechos. 

Cuando quiere el autor hacer una alusién literaria, habla de ‘‘aunque 
Miguel Sanchez fuera,” no preparara una escena de celos de tamafia 
maestria. Lo aficionado que fué a citar a Lope de Vega parece revelar 
que esta alusién es un indicio de una época algo primitiva en nuestro 
autor. 

Con todo, el conocimiento de la vida madrilefia, que no parece tener 
los caracteres de lo ofdo o lefdo sino de lo visto, trae al 4nimo considera- 
ciones dificiles de resolver con los documentos que hasta hoy se poseen 
acerca de nuestro dramaturgo.™ 


All that can be said with regard to the allusion to the royal mar- 
riage is that the first act of the play is laid in Valencia at that time. 
There is no long description of the bodas, as in Lope’s El Argel fingido, 
which would date the play in both senses of the word and make it 
seem old by 1605. The situation is merely that Hipélita takes 
advantage of the absence of her father to go out with her maid to 
see the marriage festivities. Any festivity would have served the 
author’s purpose as well; but the fact that Castro chooses the most 
important and colorful event that had taken place in Valencia in 
many years would not of itself seem sufficient reason to date the 
play by it.“ 1599 is the terminus a quo. I do not feel one can go 
further. 

Neither does the allusion to Miguel Sdnchez seem a certain indi- 
cation; we have too few data regarding that dramatist. However, 
we do know that he died at some time between 1615 and 1629, 
possibly before 1621; * and La Barrera saw a MS of La isla barbara 
in the Osuna Library that had licenses for performances dated 
January 25, 1611 and January 12, 1614.87 These facts would not 
seem to justify too early a date for the play. 

* Obras, II, xvi-—xvii. 

% See S. G. Morley, in Revista de Filologia Espafiola, 1932, XIX, 152-153. 

* Cervantes, in the Prélogo to his Comedias (1615), mentions Sdnchez twice 
as if he were still living. Lope de Vega refers to his death in El laurel de Apolo 
(aprobacién, October, 1629); he also mentions him in El jardin in La Filomena 
(1621), where a number of writers cited were no longer living. Cf. La Barrera, 


Catdlogo, pp. 362-364, and N. Alonso Cortés, Miscelanea vallisoletana, III, 121-131. 
*? La Barrera, op. cit., p. 364. 
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In the second place, the situation in the play is this: Rodrigo has 
just relieved his feelings in an impassioned speech. Diego comments: 


Por los cielos, 
que aunque Miguel Sanchez fuera, 
en sus comedias no hiciera 
mas bien un paso de cielos. 

Roprieo. {Por Dios! que de mf os burldis 
cuando el pecho se me abrasa.** 


To compare in a teasing manner the speech of a character with the 
work of a dramatist may or may not be a compliment to that drama- 
tist. Castro’s references to Lope are in serious speeches. I do not 
feel that the reference can form the basis for a date. 

Red. & qu. occur elsewhere in Castro only in Las mocedades del 
Cid I and the doubtful Las canas en el papel. The red. percentage 
and the longest passages of red. and rom. suggest that the play may 
not be long after Don Quijote de la Mancha; but the qu. are much 
lighter than in any play before 1608. 

In 1602 Guillén de Castro took part in a Justa poética in Valen- 
cia.** In June, 1606 he was an entretenido cerca de la persona del 
virey, the count of Benavente, Viceroy of Naples.*%° The “conoci- 
miento de la vida madrilefia” shown in this play may have been 
gained in the intervening years. Would not Castro’s appointment 
have necessitated a visit to Madrid? 

Date: 1608?-12? 


El vicio en los extremos. Segunda Parte (1625). Obras, III. 
Red-rom; qu-rom; rom-rom. 4, 6, 8. 


1684 Red 54.4 1608?-—20? 
195 Qu 6.3 After 1615? 
280 Déc 9. 1620 and later. 
850 Rom 27.5 1610?-20? 
84 Sil 2° 2.7 


18 3093 99.9 


Déc.: ms.ad.;1.m.,n.m., dial. Rom.:n.ms. & dial., ms.ad. & dial., dial. 
Sil.: lm. & dial. The qu.arel. Quat.: 34.8%. 


Spanish lines: 97.3%. Longest passages: red. 520, déc. 140 (2), rom. 
158. 


88 Obras, II, 263b. 
** Obras, I, xi. 
% Otis H. Green, in Revue hispanique, 1923, LX XXI, 250. 
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EJM writes: 


Un detalle nos permite fijar la fecha aproximadamente de esta pro- 
duccién: las seguidillas que canta el Misico tienen el bordén sobre el que 
dice don Alvaro: 

Ya el Jestis que tengo viene 
A todas las seguidillas. 

Es probable que sea una alusién al poeta mejicano Ruiz de Alarcén, 
ya que el bordén dice: Jesis, jque tengo?, como me recuerda el sefior 
Cotarelo, parece que procede de las seguidillas atribuidas a Quevedo, tal 
vez con muchisima impropiedad, y escritas contra Alarcén hacia 1623 
(vid. BAE, XX, xxiii y xxiv).™ 


The seguidillas in question are printed in BAH, XX, xxxiv. 
According to Le6n Pinelo, Alarcén published, on the occasion of the 
celebration on the visit of the Prince of Wales in August, 1623, 67 
octavas, written, according to Hartzenbusch, by Alarcén and four 
other poets. Whether the seguidillas were written at the same time 
is not entirely clear, in any case not substantially proved. They 
seem to be related in subject matter to the satiric décimas and the 
letrilla by Quevedo or Géngora; and the décimas in turn refer to the 
67 octavas. There are references in the seguidillas to Las paredes 
oyen and Mudarse por mejorarse. Las paredes oyen was performed 
in 1618, but we do not know whether it was the first performance. 

The red. and the rom. look about the same time as La fuerza de la 
sangre (1613-14), but the déc. and the sil. seem in all probability 
after 1619. The chances are, though it if difficult to prove, that the 
play is ca. 1623, as EJM believes. 


VII. Pxiays Dovustrut or Nor wirs Certainty AUTHENTIC 


Alldé van leyes donde quieren reyes. Esc., XVI (1662). Suelta 
(1652?) British Museum. (Svwelta (ca. 1700), British Museum. MS 
copy, Biblioteca Nacional, attributed to Pedro Lanini Sagredo. 
Obras, I (based on the MS copy, with variants from Esc. XVI). 


Qu-red; qu-rom; qu-rom. 6, 8, 6. 


6 1116 Red 40.9 1608?-24? 
825 Qu 30.2 Before 1602? 
566 Rom 20.7 1608?-12? 
96 Oct 3.5 After 1607? 
126 Lira 4.6 AbaBCC. After 1607? 


20 2729 99.9 


*" Obras, III, xxv—xxvi. 
% See Cotarelo, in Revista de la biblioteca, archivo y museo . . . , 1925, II, 
66-467. 
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Rom.: n.ms., m.ad., m.ad. & dial., dial. Oct.: m.ad. & dial. Lira: 
ms.ad. The qu. are 1, one 2, two 3. Quat.: 49.6%. 


Spanish lines: 91.8%. Longest passages: red. 468, qu. 205, rom. 190. 

EJM’s percentages for oct. and lira are evidently interchanged in 
his table.** 

EJM does not question the authenticity of this play, but neither 
the printed nor the MS text may be taken as sufficient guarantee. 
He places the play after Dido y Eneas and before El desengafio 
dichoso, thereby dating it, according to his chronology, 1599. 

There is no case of an equal number of red., qu., and rom. passages 
in Castro’s authentic plays. The largest number of passages of qu, 
in definitely authentic Castro is 4, in El nacimiento de Montesinos. 
which has 1045 lines and 33.8%. Furthermore, so large a proportion 
of gu. lisunusual. El nacimiento de Montesinos, the only play in Cas- 
tro’s theatre with a comparable percentage, has 225 lines not qu. 1. 

The rom. percentage is much higher than in any dated play before 
1608. It may be objected that Lope de Vega, occasionally before 
1604, wrote as much and slightly more rom. in a play. However, 
when to the rom. percentage we add the fact that the red., oct., and 
lira do not agree with the qu. percentages, the necessary conclusion 
is that the play has been recast. 


El ayo de su hijo. MS copy, Biblioteca Provincial de Toledo. 
Ed. by H. Mérimée, in Bulletin hispanique, 1906, VIII, 374-382; 
1907, IX, 18-40, 335-359; 1909, XI, 397-422. Obras, III. 


Red-rom; rom-rom; red-rom. 6, 3, 9. 


8 1512 Red 53.8 1608?-20? 

6 970 Rom 34.5 1615 and later. 
100 Sil 2° 3.5 1620 and later? 
126 Lira 4.5 abbacC, AbaBcC. After 1607? 
104 Canc 3.6 ABABCCDD. 


18 2812 99.9 


Rom.: n.ms. & dial., m.ad. & dial., dial. Sil.: ms.ad. Lira: dial. & 
m.ad.;lm. Canc.: ms.ad. & dial. Quat.: 40.0%. 
Spanish lines: 88.3%. Longest passages: red. 520, rom. 222, lira 120. 


EJM writes: 


En 1628 figuraba esta comedia entre el repertorio de Amella. Obser- 
vando la correccién que figura en la nota de la pég. 438, puede apreciarse 
que el manuscrito es una copia, y viendo las anotaciones y sefiales para 
la representacién se comprueba que es manuscrito de cémicos.™ 


% Anales, p. 65. 
* Obras, III, xxx. 








136 HISPANIC REVIEW: VOL. XII, 1944 


Since an undated actors’ copy is no guarantee of an authentic 
text, this play has been put in Table III. 

EJM places it near the end of Castro’s career, between Las 
maravillas de Babilonia and Quien no se aventura. Mérimée thought 
it written in Castro’s “‘vieux jours,’’ while noting that it was in 
Figueroa’s repertoire in 1624.% He found a reference in verses 
1309 ff. to an “‘appareil pour friser les moustaches, dont |’invention 
se produisit, 4 ce qu’il semble, aux environs de 1620,” * The play 
was performed by Juan Bautista Valenciano in 1623.%” 

Sil. 2° appears in considerable quantity in La tragedia por los 
celos (1622). Castro, like Lope, seems to have waited until the 
1620’s to develop sil. 2°. 

The verse seems good Castro. Date: 1620?-23. 


Las canas en el papel. MS copy, Biblioteca Nacional, attributed 
to G. de C., “habiendo en la portada otra inscripcién, que se taché 
en su tiempo, y que atribuye la paternidad a Lope de Vega.”’ Obras, 
II. See also next title. 


Red-rom; red-rom; red-rom. 7, 6, 7. 


8 1548 Red 51.3 1608?-20? 
2 180 Déc 6. After 1619? 
8 1138 Rom 37.7 1620? and later. 
1 78 Lira 2.6 abbacC. After 1607? 
1 72 Red & Qu 2.4 
20 3016 100.0 


Déc.: lm. & dial.; ms.ad. & dial. Rom.: n.m., n.m. & dial., ms.ad., 
l.m., letter, dial. Lira: lm. & dial. Red. & Qu.: lm. & dial. Quat.: 


22.1%. 
Spanish lines: 97.4%. Longest passages: red. 360, déc. 130, rom. 230. 


EJM thinks the play Castro’s because of the attribution in the 
MS and in Vich’s Dietario. That Guillén de Castro wrote a play 
by this title is certain from the reference to it by the contemporary 
diarist, Vich; but whether this MS copy faithfully represents Cas- 
tro’s original is uncertain. EJM places the play directly after Don 
Quijote de la Mancha, which has 14.4% of rom. 

Red. and qu. appear in Las mocedades del Cid I and La verdad averi- 
guada. One play by Lope, La vengadora de las mujeres, has a small 

% 1’ Art dramatique, p. 560. 

% Tbid., p. 626 and n. 2. 

%” El Averiguador (Segunda época), 1871, I, 8; noted by Ruth L. Kennedy, in 
Hispanic Review, 1943, XI, 19. 
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quantity of red. and qu. with about the same déc. and rom. percent- 
ages as in this play; otherwise red. and qu. in Lope are limited to be- 
fore 1604. The cases in Castro seem at least after 1608. 

The red. seems heavy and the lira light for 1620 and later; but, 
when few dated plays are at hand, it is not possible to be dogmatic 
(cf. El pretender con pobreza, Table II). Judging from Castro’s 
other plays, the rom. percentage would not be before 1620. 

Date, if Castro’s—the verse evidence is inconclusive—: 1620-30. 


Las canas en el papel y dudoso en la venganza. Pensil de Apolo 
. . . » Parte XIV (1660). Obras, III. 


Red-rom; red-rom; red-rom. §8, 6, 9. 
8 656 Red 24.3 ? 


4 380 Déc 14.1 ? 
10 1568 Rom 58.1 ? 

1 96 Lira 3.5 aabBcC. After 1607. 
23 2700 100.0 


Déc.: |.m., dial., ms.ad. & dial. Rom.: n.m., n.m. & dial., ms.ad. & 
dial., dial. Lira: lm. & dial. Quat.: 27.3% 
Spanish lines: 96.5%. Longest passages: red. 148, déc. 130, rom. 406. 


EJM comments: 


El] manuscrito es una poco cuidada copia de cémicos. El texto impreso 
evidencia que se hizo sobre una copia mds incorrecta todavia.” 


The percentages of red., déc., and rom. and the form of the lira 
are unknown in extant authentic Castro, as are likewise the longest 
passages of red. and rom. 

The text is quite evidently a late refundicién of the preceding 
play. 


El cerco de Tremecén. Doce comedias de varios autores (Tortosa, 
1638), ascribed to Guillén de Castro. Obras, I. 


Red-rom; red-qu; red-red. 7, 4, 10. 


8 1708 Red 66.4 Before 1615. 

3 330 Qu 12.8 Before 1617. 

1 52 Rom 2. Before 1595? 

2 136 Oct 5.3 After 1614? 

1 69 Ter 2.7 

1 12 Lira 5 aBaBCC. 

5 266 Su 10.3 Par.: 1.5%. 
21 2573 100.0 


8 Obras, III, xxxix. 
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Rom.: m.ad. & dial. Oct.:n.ms. & dial. Ter.: dial. Lira:l.m. Su. 
(31/36 en esdrijulos): dial. The qu. are 1, thirty-two 5, one 2, one 3, 
2 ABBBA; one passage, 100 lines, mostly copla real 1 plus 5. Red. 12: 
Lm. Quat.: 92.3%. 


Spanish lines: 81.2%. Longest passages: red. 452, qu. 155, oct. 72, 
su. 108. 


Lope de Vega included La conguista de Tremecén among the 
plays he had written previous to 1604.% Menéndez y Pelayo con- 
sidered El cerco de Tremecén definitely Castro’s.!°° EJM writes: 


Inferimos la época en que hubo de ser escrita esta comedia de la identi- 
dad de fuente que la anterior [Allé van leyes . . .], ya que se trata tam- 
bién de legendaria historia que hubo de ser objeto de algin romance 
fronterizo de Portugal. Ademds, observamos el empleo de ritmos seme- 
jantes, amén de los tercetos y verso libre propios de la primera época, a los 
que ha de afiadirse el empleo de la estrofa aBaBCC, con rimas cruzadas 
en los cuatro primeros versos, estrofa que es tan semejante a la AbaBcC 
usada por el poeta en Allé van leyes. . . . Las analogfas, los procedi- 
mientos, el modo rdépido de llegar al desenlace, todo revela la mano de 
G. de C.1™ 


There are only 2 stanzas of lira AbaBcC in Alld van leyes . . . ; 
the others are AbaBCC, still more similar to those in El cerco. The 
text of Alld van leyes . . . , however, is not with certainty authentic; 
in addition, with 20.7% of rom., it cannot with safety be compared 
to a play having one-tenth as much. The chief thing that shows 
El cerco to be early is precisely the single, 52-line rom. which, since 
it has dial., is probably not earlier than 1595. If Mérimée was 
right in seeing in one passage a possible influence of Guzmdn de 
Alfarache (1599), the play might be ca. 1600.'% 

In no clearly authentic play did Castro use many qu. of type 5, 
but in this play types 1 and 5 are practically equal in importance, 
there even being 100 lines of copla real. The play also contains two 
passages of oct., unlike any play in Tables I and II. These points 
must perforce render doubtful Castro’s title to the play.’ 


Donde no estd su duefio, estd su duelo. Doce comedias de Lope, 
Parte XXIX (Diferentes, XXIX) (Huesca, 1634), attributed to Lope 
de Vega. Sueltas, British Museum and Munich, attributed to G. 
de C. Acad. N., V. Obras, II. 

%* Listed in El peregrino en su patria (1604). 

100 Acad., XIII, xli. 

10 Obras, I, lxxx, lxxxii. 

10H. Mérimée, L’ Art dramatique, p. 604. 

103 See Morley and Bruerton, op. cit., p. 264. 
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Red-rom; qu-rom; red-rom. 7, 5, 6. 
»F 1888 Red 56. 1608?-20? 


1 175 Qu 5.4 
7 880 Rom 27. 1610?-20? 
1 162 Lira 4.9 AabBcC. After 1607. 
1 54 Su 1.7 Par.: 0. 
1 96 Canc 3. aBaBCcDD. 
18 3255 100.0 


Rom.: n.m. & dial., m.ad. & dial., n.ms., dial. Lira: dial. Su.: dial. 
Cane.:l.m. Red. 29:l.m. The qu. are 1, one 3. Quat.: 38.6%. 
Spanish lines: 90.4%. Longest passages: red. 404, rom. 178. 


EJM places this play immediately after El conde Alarcos (1600?- 
02), patently too early. He believes it Castro’s because of some 
scenes, turns of expression, and the type of characters. His 
remarks on the differences between Lope’s and Castro’s treatment of 
su. are incorrect.'% Cotarelo believed the play Lope’s, although 
granting that the structure is not unlike Castro’s..% The comedia 
was performed in the Royal Palace in Madrid on November 3, 
1623.19 

The qu. are more like Castro’s than Lope’s. Lope on occasion 
wrote, much gu. 1, but Castro did so as a rule. The same 8-line 
cancién, in shorter passages, is found in Las mocedades del Cid and 
La fuerza de la costumbre, in each case in l.m. It is not found in 
Lope. Lira AabBcC may be early or late with Castro, but the 
percentage seems after 1607. With the exception of the red., which 
are much heavier than those in La tragedia por los celos (1622), the 
metres allow the possibility that the play was written just before 
its performance at the palace. However, El pretender con pobreza, 
Table II, with 14% more rom., has 53.9% of red. Thus it is possible 
that Donde no estdé su duefio may have been written later than the 
red. would at first suggest. 

I believe the play is probably Castro’s, written between 1610 
and 1620. 


Ingratitud por amor. MS copy, Biblioteca Nacional. Ed. by 
H. A. Rennert (Publications of the Univ. of Penn., Series in Philology, 
Lit., and Archaeology, 1899, VII, no. 1). Obras, III. 


1% Obras, II, viii. 

1% See Sueltos, above. 
1% Acad. N., V, vii. 
107 Tbid., vi. 
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Red-rom; red-rom; oct-red. 8, 8, 8. 


9 836 Red 32.6 After 1624? 

3 200 Déc 7.8 1620 and later. 

7 1052 Rom 41. 1620?-30? 

1 40 Oct 1.6 

1 14 Son 5 A. 

2 264 Lira 10.3 AbbAcC, AabBcC. After 1624? 
1 158 7-s. Ass 6.2 


24 2564 100.0 


Déc.: ms.ad. & dial. Rom.:n.m. & dial., ms.ad. & dial., l.ms. & dial. 
Oct.: dial. Son.: Lm. Lira: n.m. & dial.; m.ad. & dial. Ass.: ].m., 
dial., inter.n.m. Quat:. 23.2%. 

Spanish lines: 81.4%. Longest passages: red. 192, déc. 90, rom. 222, 
lira 132 (2). 


EJM’s figures show considerable disparity with mine: rom. 
51.13%, lira 6.39%, no assonants. The first assonated passage in 
Act III is 7-s. ass., not rom.** There are not only liras 132 Aab- 
BcC * but also liras 132 AbbAcC."° 

EJM places the play last in his chronological list. The MS was 
once considered autograph, but Mérimée, Rennert, and EJM have 
all shown that it is only a copy.™ As such it offers no proof of 
authenticity. EJM writes: 


. se trata de un texto adulterado, escrito en su forma genuina entre 
1622 y 1625, ya que presenta ejemplos de octavas reales y estancias en 
AabBcC y su variante AbbAcC, estrofas que concuerdan con las emplea- 
das en varias comedias impresas en la Segunda Parte aparecida en 1625, y 
muy especialmente con las usadas en La tragedia por los celos."* 


There is no lira AabBecC in La tragedia por los celos, and I should 
query the statement that AbbAcC is a variant of that form."* Nor 
do I see the reason for making 1625 the terminus ad quem. In the 
first place, all the plays in the Segunda Parte were written by Decem- 
ber 1624, the date of the aprobacién of the volume." In the second 
place, since there are no plays extant dated 1625-30, we do not know 
that Castro changed his methods radically after 1624. The real 


18 Obras, III, 525-527. 
109 Tbid., 518-521. 

u° Thid., 503-504. 

111 See Obras, I, xxxii. 
12 Anales, p. 68. 

113 See Liras, above. 

14 Obras, I, xxxi. 
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terminus ad quem is 1628, when the play figured in the repertory of 
Amella.™ 

The only case of 7-s. ass. in definitely authentic Castro is in 
El mejor esposo, Table I, ms.ad. & dial, 6.7%. 

The red. are lighter than in any play in Table I, but El mejor 
esposo, @ much longer play, has 35.1%. The déc. have the same 
percentage as in La tragedia por los celos (1622), and the rom. 
practically the same as in El pretender con pobreza (Table II). The 
lira, although much heavier than is usual in Castro, is lighter than 
that in Progne y Filomena (Table II). The play is in all probability, 
providing the text of the MS reproduces that of the original, after 
1619. 

Date: 1620-28 (perhaps 1624?-28). 


La manzana de la discordia y robo de Elena. MS copy, Biblioteca 
Nacional, ascribed to Antonio Mira de Amescua and Guillén de 
Castro in collaboration. Obras, III. 


Red-son; lira-rom; rom-rom. §8, 7, 9. 


5 1020 Red 35.9 
2 400 Qu 14.1 
3 340 Déc 12. 
7 690 Rom 24.3 
2 151 Sil 2° 5.3 
4 70 Son 25 2A,2B. 
1 168 Lira 5.9 
24 2839 100.0 


Déc.: m.ad. & dial., dial. Rom.: l.ms. & dial., ms.ad. & dial. Sil.: 
dial. Son.: l.ms., ms.ad., set poem. Lira: dial. &n.m. The qu. are 1, 
one 3, twenty-eight 5, one ABBBA. In the rom. ending II, there is a 
refrain, 11-s., identic, same assonance, 2 X 3. Quat.: 30.6%. 


Spanish lines: 86.3%. Longest passages: red. 328, qu. 250, déc. 140, 
rom. 140, sil. 107. 


EJM writes: 


. nos inclinamos a creer que la primera jornada, quizd en su totalidad, 
sea de Mira de Amescua, y la tercera de G. de C. Nos fundamos en que 
hay cierta uniformidad de estilo y concepcién en cada una de estas dos 


jornadas, y en ellas hay pasajes que tienen analogias con otros de estos 
dramaturgos."* 


16 Tbid., III, xxxi. 
U6 Obras, III, xxvii. 
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He concludes that the play was written about 1623. Owing to the 
considerable amount of sil. 2°, 1620 would be the earliest date to fix 
as terminus a quo. 

The qu. occur in Acts I and II only, and their form accords with 
Mira’s methods. There are 2 sonnets in Act III, and Castro was 
not partial to the strophe. All three rom. in III have the same 
assonance: a-a; Castro usually varied his assonances."” 

It is not possible, from the verse alone, to decide whether Castro 
had a hand in the play or not. However, all three of the acts contain 
characteristics not found in his authentic plays. 


Las maravillas de Babilonia. Flor de comedias (Madrid, 1652). 
MS copy, Biblioteca Nacional. Obras, III. 


Sil-rom; sil-déc; red-rom. 7, 7, 4. 


7 1096 Red 45.6 1608?-24. 
2 150 Déc 6.2 1615? and later. 
4 764 Rom 31.8 1613?-24. 
3 355 Sil 1°, 2° 14.8 ? 
1 14 Son 6 B. 
1 24 6-s. Ass 1. 
18 2403 100.0 


Déc.: dial., m.ad. & dial. Rom.: ms.ad. & dial., n.m. & dial. Sil.: 
dial., ms.ad. & dial. Son.: dial. (4 speeches). Ass.: m.ad. Quat.: 
48.1%. 

Spanish lines: 84.6%. Longest passages: red. 292, déc. 80, rom. 354, 
sil. 1° 118 (2), sil. 2° 119. 


The circumstances of the publication of this play offer no guaran- 
tees of authenticity or attribution. 

EJM places the comedia after El vicio en los extremos, or ca. 
1623, according to his chronology. 

The two passages of sil. 1° beginning Acts I and II have each 118 
lines. There is no clearly authentic play by Castro that contains 
sil. 1°. The sil. percentage is, moreover, very heavy, twice that in 
La tragedia por los celos (1622). The longest rom. is 102 lines longer 
than any in the authentic plays. A dialogued sonnet is not found 
elsewhere in Castro. In the first red. passage in Act III, 2 stanzas 
have a refrain, 7 plus 11 syllables.“* Nothing similar is found else- 
where in Castro or in over 700 plays previous to 1638 that I have 
examined. 

117 See table of assonances under Romance, above. 

48 Obras, III, 418a. 




















THE COMEDIAS OF GUILLEN DE CASTRO 143 


The above misfits with Castro’s versification render it at least 


doubtful that the play, even if originally by Castro, has preserved 
his metrical arrangement. 


El nieto de su padre. Nuevo teatro de comedias varias de diferentes 
autores, Parte X (Madrid, 1658). Obras, III. 


Red-rom; red-rom; red-rom. 6, 9, 7. 


8 780 Red 28.2 After 1624? 
2 280 Déc 10.2 1620? and later. 
7 1144 Rom 41.3 1620 and later. 
1 14 Son 5 A. 
1 166 Sil 2° 6. 1620 and later. 
1 60 Lira 2.2 AabBcC. 
1 119 Su 4.3 Par.: 38.6%. 
1 204 7-s. Ass 7.4 

22 2767 100.1 


Déc.: ms.ad., dial. Rom.: n.ms. & dial., ms.ad. & dial., dial. Son.: 
Lm. Sil.: Lm., ms.ad., dial. Lira: dial. Su.: dial., nm. Ass.: m.ad. 
Quat.: 37.7%. 


Spanish lines: 79.7%. Longest passages: red. 276, déc. 170, rom. 208. 


The history of this play’s publication does not guarantee authen- 
ticity. 

EJM places the comedia between Engafiarse engafiando and La 
fuerza de la sangre, which he seems to have thought written in 1622. 

The light red., the heavy déc., rom., and sil., show that the play, 
if by Castro, is no earlier than 1620. There are, however, two facts 
which seem peculiar: first, with 41.3% of rom., that there should 
be 4.3% of su. in one long passage; and, second, that there should 
be 38.6% of par. in su. Nothing like these two phenomena appear 
in the clearly authentic plays. EJM, by designating the su. as sil., 
avoids the difficulty. The first rom. in Act I has the assonance u-a: 
there is no case of that assonance in authentic Castro. 

The play was in the possession of Roque de Figueroa on March 1, 
1624. It was performed in the palace before January 1, 1623." 

The comedia is undoubtedly 1620-22, but I do not think it can be 
attributed definitely to Castro without further proof. 


Pagar en propia moneda. Suelta, s.l.n.a., end of XVIIth century, 
Biblioteca Nacional. Obras, I. 


ue H. Mérimée, Spectacles, p. 170; El Averiguador, I (1871), 7. 
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Red-red; rom-rom; red-rom. 17, 10, 4. 


12 1020 Red 39.5 1610? and later. 
1 15 Qu 6 
3 50 Déc 1.9 After 1605? 
8 1236 Rom 47.8 After 1624? 
1 8 Oct 3 
1 12 Lira 5 aBaBcC. 
1 38 Su 1.5 Par.: 10.5%. 
1 30 Canc 1.2 abCabCeddeEfFgG. 
1 36 7-s. Ass 1.3 
2 136 6-s. Ass 5.3 


31 2581 99.9 


Déc.: |.ms., 4 lines dial. Rom.: n.ms. & dial., ms.ad. & dial., inter. 
n.m. & dial., lms. & dial., dial. Oct.: dial. Lira: lm. Su.: dial. 
Canc.: l.m. 7-s. ass.: n.m. 6-s. ass.: l.m.; n.m., m.ad., dial. The qu. 
are two 2, one 5 (?). Quat.: 20.4%. 


Spanish lines: 95.1%. Longest passages: red. 216, déc. 20 (2), rom. 
478, 6-s. ass. 96. 


EJM, commenting on the fact that in only a few plays the rom. 
percentage is greater than that of the red., points out that they are all 
“textos defectuosos,’’ either late editions, as in the case of this play, 
or “‘manuscritos que proceden de cémicos.” “° The suelta edition 
of this play can guarantee neither authenticity nor attribution. 

EJM comments: 


En esta obra interviene, como en la anterior [EI caballero bobo], un 
conde Octavio, y se repite la escena de ser éste en la hora de su muerte 
el que declara que ha sido muerto el Principe. La métrica también 
denuncia la proximidad a las dos comedias ya citadas; la estrofa aBaBcC, 
empleada en El amor constante, es igualmente usada aquf.'™ 


Unfortunately for this thesis, lira ABaBcC is also used in El mejor 
esposo, among others. Also, would a dramatist be inclined to repeat 
a scene in two successive plays? Would he not be more apt to wait 
until memory of the first play had become a little vague? Later, 
EJM himself had doubts concerning the earliness of the play: 


La complicada estrofa abCabCcddeEfFgG puede servir para reforzar 
la prueba de que corresponde al valenciano en su forma genuina el texto 
de Pagar en propia moneda, puesto que se encuentra también en El mejor 
esposo. . . . Esta analogfa y el figurar también la silva y el romancillo 


120 Anales, pp. 66-67. 
121 Obras, I, lvii. 
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que aparecen mds tardfos en G. de C., induce a suponer que debié de ser 
escrita la citada comedia algo mds tarde de lo que figura en la edicién 
que preparé . . . ; habrd& que colocarla entre Hl curioso impertinente y 
El mejor esposo.'” 


I have been unable to discover that canc. form in El mejor esposo 
(q.v., Table I). The sil. of which EJM speaks is a passage of 38 
versos sueltos with 4 rimed lines and final couplet. 

47.8% of rom., with the longest passage 478 lines, is not only not 
so early as El curioso impertinente (1605-10), but is unknown in 
authentic Castro. I doubt very seriously that any Spanish drama- 
tist wrote so much rom. before 1620. The rom. assonances in Pagar 
en propia moneda consist of 7 e-o and 1 i-e. This is in sharp con- 
trast to Castro’s habits (see table of assonances, under Romance, 
above). 31 total passages in a play do not occur in authentic 
Castro. Any su. at all with heavy rom. is unexpected. Both 7-s. 
and 6-s. assonances in the same play are even more unusual in Castro 
than in Lope. 

These points force the conclusion that the play was originally 
written at some time before 1623, because of the su., and later in 
part recast. From the verse it is impossible to say who wrote the 
“forma genuina,” what it was or when it was composed. 


El pobre honrado. MS copy, XVIIIth century, Biblioteca Na- 
cional. Ed. by Manuel Serrano y Sanz, in Bulletin hispanique, 1902, 
IV, 219-246, 305-341. Obras, II. The play is incomplete. 


Qu-red; red-rom; all red. 2, 2, 1. 
3 2104 Red 86.6 Before 1608? 


1 250 Qu 10.3 Before 1615? 
1 76 Rom 3.1 Before 1605? 
5 2430 100.0 


Rom.: inter.n.m. & dial. The qu. are 1, four 2, two 3, one 4, two 5. 
Quat.: 89.5%. 


Spanish lines: 100%. Longest passage: red. 1048. 


A MS copy without date or licences proves nothing with regard 
to authenticity. 

EJM places the play just before Don Quijote de la Mancha. 

The last act, incomplete, consists only of red. 344. 

In the first act there occurs the following allusion to a play by 
Lope: 


12 Anales, p. 69. 
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iHay comedia? 
Si, sefior, 
El mayorazgo dudoso, 
de Lope."** 


El mayorazgo dudoso has been dated by verse 1596-1603.™ 

El pobre honrado seems good Castro as far as it goes. Don Qui- 
jote de la Mancha is also written in red., qu., and rom.; but it has 5 
passages of rom. and 14.4%. We cannot be sure what the percent- 
ages of El pobre honrado were originally. The longest red., however, 
is 12 lines longer than the longest in Los mal casados de Valencia, 
which seems to show that the play is by no means late. Whether 
the play is Castro’s or not cannot be definitely told from the verse. 
The qu. are like his, but the small number of total passages in the 
play is not. How many the last act originally contained is, of 
course, problematical. 

I class the play as not with certainty authentic. 


El prodigio de los montes y mdrtir del cielo, Santa Badrbara. Autos 
sacramentales con quatro comedias nuevas y svs loas y entremeses, 
Primera Parte (Madrid, 1655). Obras, II. 


Rom-rom; red-rom; rom-7-s. ass. 7, 10, 11. 


5 288 Red 11.5 ? 
2 205 Qu 8.2 1608?-14? 
4 340 Déc 13.6 ? 
12 1322 Rom 53. ? 
1 143 Sil 1° 5.7 ? 
1 48 Oct 1.9 
1 84 Lira 3.4 abbacC. After 1612? 
2 64 7-8. Ass 2.6 
28 2494 99.9 


Déc.: dial., ms.ad. & dial., ms.ad. Rom.:n.m. & dial., n.m., ms.ad. & 
dial., dial. Sil.: dial. Oct.: m.ad. Lira: 1.ms. & dial. Ass.: l.m.; dial. 
The qu. are 1, twenty-six 5. Quat.: 18.4%. 

Spanish lines: 86.3%. Longest passages: red. 116, qu. 125, déc. 140, 
rom. 218, ass. 34. 


The late publication of the play does not guarantee authenticity 
of the text or attribution. 

EJM places this play between El mejor esposo and Los enemigos 
hermanos, a position which its rom. percentage renders impossible. 

83 Obras, II, 309. 

1% Morley and Bruerton, op. cit., p. 148. 
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Some have thought the play Calderén’s. It would fit Calderén’s 
verse methods in 1633-36, with the exception of the sil. 1°.% EJM 
mentions the extraordinary lightness of the red. and the unusually 
heavy verso libre (which in this case is sil.) and romancillo. He 
continues: 

Bien permiten sospechar tales datos que el texto que poseemos es una 
refundicién, y atin quiz4, que no pertenezca a la Minerva de G. de C. 
Sin embargo, nos resistimos a creer que era produccién calderoniana, pues 
en aquel entonces [1655] era mucho mds popular ya Calderén que el 
autor de Las mocedades del Cid, y no es légico que los editores prefiriesen el 


nombre de un autor menos conocido para sustituir el de quien tanto se 
aplaudfa.'* 


The presence of a long passage of sil. 1°, the very light red., and 
very heavy rom., heavy déc. at the same time as moderate qu., the 


many total passages, all are against the attribution to Guillén de 
Castro. 


Quien malas mafias ha, tarde o nunca las perderd. MS copy, 
XVIIth century, Biblioteca Nacional. Ed. by EJM, in RABM, 
1916, XXII. Obras, II. 


Rom-rom; rom-rom; red-rom. 11, 6, 7. 


6 296 Red 14.9 ? 

2 200 Qu 10.1 Before 1620? 

1 70 Déc 3.5 1605?-20. 

9 1220 Rom 61.6 ? 

2 42 Son 2.1 A. 

4 153 Su 7.7 Par.: 13.1%. 
24 1981 99.9 


Déc.: 1.m. Rom.: ms.ad., l.ms. & dial., m.ad., ms.ad. & dial., dial., 
n.m. Son.: ms.ad.;l.m. Su.: dial. The qu. are 5, 1, two 2. Quat.: 
25.9%. 

Spanish lines: 91.1%. Longest passages: red. 108, qu. 125, rom. 288, 
su. 71. 


EJM comments: 


Vuelve . . . G. de C. a tratar de la corte de Carlomagno, pero con un 
realismo que revela que esta obra pertenece a tiempos posteriores con 
relacién a las comedias carolingias que ya conocemos. Los sonetos 
confirman que se trata del perfodo que estamos bosquejando; en las obras 
de imitacién cervantina encontramos el soneto entre las combinaciones 


1% See H. W. Hilborn, op. cit., pp. 20-34. 
1% Anales, p. 68. 
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métricas usadas por G. de C., y no debié distanciarse mucho de este 
tiempo la comedia."”’ 


And he places it between El curioso impertinente and El mejor esposo. 

In his article, writing of the plays that show a larger percentage of 
rom. than red., EJM admits that the MS of Quien malas majias ha 
... is a “texto defectuoso.” “* He states, however, that, aside 
from the very light red., ‘en el resto del manuscrito . . . se conserva 
la concordancia con el resto de las obras del poeta valenciano.” * 
Again, a defective MS copy is no guarantee of authenticity or 
attribution. 

The rom. is over 20% higher than that in any authentic play by 
Castro. The play is, of course, unusually short and the rom. may 
have been cut less than the other meters. However, we find 4 
passages of su. and 7.7% with heavy par., a considerable amount of 
qu with more of type 5 than 1, and very light déc., none of which, in 
conjunction with heavy rom., agrees with Castro’s methods. If it 
could be proved that this ‘‘manuscrito de cémicos” had lost enough 
lines of red. and déc. to make the total lines about 2800 and the rom. 
percentage only 43, the su. and the unusual qu. would still remain 
to be accounted for. The text, as it stands, if originally by Castro, 
has been very considerably recast. 


Quien no se aventura. MS copy, Biblioteca Nacional. Coleccién 
de libros raros y curiosos, vol. X (Madrid, 1878). Obras, III. 


Red-rom; qu-rom; red-rom. 6, 7, 6. 


7 908 Red 34. ? 
2 155 Qu 5.8 After 1614? 
2 220 Déc 8.3 1620 and later. 
7 1370 Rom 51.4 ? 
1 14 Son 5 A. 
19 2667 100.0 


Déc.: ms.ad., dial. Rom.: n.ms. & dial., n.m., ms.ad. & dial. Son.: 
Lm. The qu. arel. Quat.: 25.7%. 

Spanish lines: 99.5%. Longest passages: red. 256, qu. 105, déc. 150, 
rom. 440. 


The MS copy does not guarantee authenticity, as EJM admits.'*° 
He places it just before Ingratitud por amor, or next to the last on his 


127 Obras, II, xxxiv. 
128 Anales, p. 67. 
129 Thid., p. 68. 

139 Anales, p. 67. 
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list. He notes that ‘tiene su antecedente en Pagar en propia moneda 
y en Las mocedades del Cid.'*! 

It is possible that Castro, between 1625 and 1631, wrote 51.4% 
of rom. in a play, but we have no proof of it. The longest passage 
of the meter in this play is 200 lines longer than the longest in any 
authentic play. 

The number of passages is like Castro’s work, but it is possibly 
like that of other dramatists with the exception of Lope. 

The play is doubtful. 


El renegado arrepentido. Ocho comedias desconocidas ... , Il 
(1887). Obras, I. “Representéla Ortiz,” first mentioned as autor 
in 1613 (see Rennert, The Spanish Stage, pp. 545-546). 

Oct-red; red-red; all red. 15, 10, 1. 

13 2100 Red 72.5 Before 1610. 


4 510 Qu 17.6 Before 1612? 
7 240 Oct 8.3 ? 
2 47 Ter 1.6 

26 2897 100.0 


Oct.: n.m. & dial., dial. Ter.: dial. The qu. are 1, four 2, one 3, 
thirty-one 5, twenty-five ABBBA; in the longest passage they are 1, 5, 
c. r. 1 plus 5, two 2. . 

Spanish lines: 91.1%. Longest passages: red. 644 (III), qu. 260, 
oct. 72, ter. 28. 


Schaeffer thinks the volume from which he got his “‘ocho come- 
dias’’ is one of the first 25 volumes of Comedias de diferentes autores. 
However that may be, the volume offers no guarantee of the play’s 
authenticity. Schaeffer believes the play to be by Castro, written 
before 1618.' EJM agrees and elaborates: 


. . . todos cuantos han escrito sobre el poeta achacan esta obra a su primer 
tiempo. La complejidad escénica, con su tramoya un tanto complicada, 
no reclama fecha posterior; . . . en El renegado se cambian con fre- 
cuencia los ritmos, pero el nimero de éstos es corto, lo cual parece indicar 
que debe de corresponder esta comedia al perfodo en que escribiera 
El conde Alarcos; . . . nos inclinamos a creer que la obra . . . debié 
de escribirse en los dltimos tiempos de la primera época del poeta . . . 
por los afios de 1595 al 1600.'** 


181 Obras, ITI, xxxi. 
132 Ocho comedias, I, xiii. 
183 Obras, I, lxxi-lxxii. 
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In his chronological list EJM places the play after Dido y Eneas, 
which he thought 1599. 

The absence of rom., noted by EJM, shows that the play is early, 
as does likewise n.m. in oct. The ter. is, however, light, and the oct. 
heavy both in number of passages and percentages. The qu. in 
the longest passage are duplicated in form only in some plays of 
Table III; Castro, in all the plays that are definitively authentic, 
was not partial to qu. 5. 

If Castro’s, the play could be 1592-1600. However, considering 
the circumstances of its publication, the fact that no authentic play 
by Castro except Los mal casados de Valencia is without rom., the 
lightness of the ter., the heaviness of the oct., the unusual qu., I 
believe the burden of proof lies with those who claim it is Castro’s. 


VIII. CHRONOLOGICAL TABLES 


AUTHENTIC 

El amor constante 1596?-99? 
El desengafio dichoso ca. 1599 

El nacimiento de Montesinos 1595?-1602? 
El conde Alarcos 1600?-02. 
Los mal casados de Valencia 1595?-1604? 
El caballero bobo 1595?-1605? 
La humildad soberbia 1595?-1605? 


El curioso impertinente 
Don Quijote de la Mancha 


1605-08? (1605-06?) 
1605-08? (1605-06?) 


El conde de Irios 1600?-10? (1605?-08?) 
Progne y Filomena 1608?-12? 

La verdad averiguada 1608?-12? 

La fuerza de la sangre 1613-14. 

Las mocedades del Cid II 1610?-15? 

El perfecto caballero 1610?-15? 

El Narciso en su opinién 1612?-15? 

Dido y Eneas 1613?-16? 


Las mocedades del Cid I 1612?-18? (1612?-15?) 





La fuerza de la costumbre 
Los enemigos hermanos 


1610?-—20? (1610?-15?) 
1615?-20? (1615?) 


La justicia en la piedad 1615?-20? 
El mejor esposo 1617-20? 
La tragedia por los celos 1622. 

El vicio en los extremos ca. 1623. 


Cuanto se estima el honor 
Engafiarse engafiando 
El pretender con pobreza 


1615?-24 (1622?-24). 
1620?-24 (1622?-24). 
1620?-24. 
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PROBABLY BY CASTRO 


Donde no estdé su duefio . . . 1610?-20? 

El ayo de su hijo 1620?-23. 

Ingratitud por amor 1620?-28 (1624?-28) 

DovuBTFuUL 

Las canas en el papel Pagar en propia moneda 

El cerco de Tremecén El pobre honrado 

Las maravillas de Babilonia Quien no se aventura 

El nieto de su padre El renegado arrepentido 
Texts Not sy Castro 

Allé van leyes .. . El prodigio de los montes . . . 

Las canas en el papel (Print) Quien malas mafias ha .. . 


CourRTNEY BRUERTON 


Cambridge, Mass. 








CORRESPONDENCIA ENTRE LAS INTERPRETACIONES 
LITERARIAS DEL QUIJOTE Y LAS PICTORICAS 


AN grande como el ntimero de comentaristas del Quijote es el 
nimero de sus ilustradores. Tan variadas, y aun mds, son sus 
interpretaciones. Con una diferencia curiosa al aproximarse al libro 
magno: el comentarista, con superioridad magistral, creyendo ver en 
el libro mds de lo que vié Cervantes,’ y el ilustrador con la humilde 


comprensién de que es vano empefio seguir con el lépiz la pluma de 
Cervantes. 


En Espafia, la critica ve en el Quijote desde los dias mismos de 
Cervantes, no s6lo el ingenio cémico, sino también su sentido grave y 
moral: es un libro festivo y es un libro serio.2 Fuera de Espafia, 
durante los siglos X VII y XVIII, es un libro de aventuras jocosas, de 
incidentes graciosos, de personajes grotescos. No dejé de notar, es 
cierto, tal cual solitario critico la ironfa de Cervantes. Pero, aun en 
el mejor de los casos, no se consideré el Quijote sino como una satira 
social y literaria. Libro c6émico y burlesco en todas partes, fuera de 
Espafia: en Inglaterra,’ en Francia,‘ en Alemania,‘ en Italia. Tal 


1 Significacién histérica del Quijote no penetrada por Cervantes, en su igno- 
rancia, aunque si por el comentarista (Morel-Fatio); Cervantes se murié sin haber 
calado el aleance de su Quijote, y acaso sin entenderlo rectamente, pero él, el 
comentarista, si que lo entendié (Unamuno); Cervaates no acerté a ver lo mejor, lo 
mas espiritual de su creacién, y son los lectores de todo el mundo, entre ellos el 
comentarista, claro est4, quienes han descubierto lo mejor del tesoro (Rodriguez 
Marin); etcétera. A todos ellos habria que remitirlos al capitulo XXII de la 
Segunda Parte, donde, a la opinién de los comentaristas sobre Cervantes, se anti- 
cipa éste con la suya sobre los investigadores literarios. 

2 Cons. Leopoldo Rius, Bibliografia critica de las obras de Miguel de Cervantes, 
III, 15-187; Bonilla y San Martin, Cervantes y su obra, Madrid, 1916, pags. 165-184. 

* Aunque ya lo declaraba Lord Carteret, hacia 1730, “‘the most agreeable and 
witty ever written in the world.” (Henry E. Watts, Miguel de Cervantes: His Life 
& Works, London, 1895, pég. 265.) Cons. John Ormsby, Don Quizote, t. I (New 
York, 1885), pégs. 3-4; Gustav Becker, Die Aufnahme des Don Quijote in die 
englische Literatur (1605-c.1770), Berlin, 1906, pags. 30-50, et passim. 

“Cons. Maurice Bardon, “‘ Don Quichotte’”’ en France au XVII* et au XVIII* 
siécle: 1605-1815, Paris, 1931, pags. 85-105, 167-209, 526-527, 653-654, et passim; 
Esther J. Crooks, The Influence of Cervantes in France in the Seventeenth Century, 
Baltimore, 1931, pags. 31-53. 

*Cons. J.-J. A. Bertrand, Cervantes et le romantisme allemand, Paris, 1914, 
pags. 3-8, 82, et passim. 

*Cons. Rosaria Flaccomio, La fortuna del Don Quijote in Italia nei secoli 
XVII e XVIII, Palermo, s. a. [19277], pags. 16, 19, 38, 47, 59, 68, 80, 84, et 
passim. 
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opinién de la critica general tenfa su natural reflejo en los prélogos 
de traductores. De éstos pasaba a los ilustradores: a texto cémico, 
como entendieron los mds, dibujos burlescos. 

La primera edici6n ilustrada del Quijote es de 1657, en holandés; ” 
la primera en castellano ilustrada es de Bruselas, 1662,° en la cual se 
aprovechan las estampas de la holandesa de 1657 y se afiaden algunas 
nuevas de Bouttats. Son grabados toscos, sin gracia, arte o pro- 
piedad: arquitectura, interiores, mobiliario, y los semblantes e 
indumentaria, todo es extranjero. Y el libro est4 visto por su lado 
cémico. La primera edicién con l4minas impresa en Espajfia es la 
de Madrid, 1674,° cuyos dibujos estén inspirados, la mayorfa, en los 
de la edicién holandesa de 1657, pero muy superiormente grabados. 

Habfa dicho Sancho: ‘‘ Yo apostaré que antes de mucho tiempo 
no ha de haber bodegén, venta ni mes6n, o tienda de barbero, donde 
no ande pintada la historia de nuestras hazafias. Pero querria yo 
que la pintasen manos de otro mejor pintor que el que ha pintado 
a éstas’’ (II, xxi). Mads de un siglo tardé en aparecer ese pintor, el 
francés Coypel. Fué pintor, y no ilustrador, pero sus cuadros se 
reprodujeron como ilustraciones del Quijote, a partir de 1725, en 
muchas ediciones.’® Admirables son en los trazos y expresién de las 
figuras, también en su agrupacién, pero nada ajustadas al texto en 
los pormenores, ni a veces en lo principal: semblantes, actitudes, 
costumbres, con inconfundible sello francés, y eminentemente 
burlesco en la interpretaci6én. All4 en Inglaterra otro famoso pintor, 
dibujante y grabador, Hogarth, preparar4 en 1738 seis ilustraciones 
para una edicién de lujo del Quijote, mds bien vulgares, sin guardar 
propiedad en nada, muy a lo inglés." Hogarth vié en el libro una 


7Cfr. Homero Seris, La Coleccién cervantina de la Sociedad Hispdnica de 
América, University of Illinois, Urbana, 1918, nim. 19; H. S. Ashbee, An Iconog- 
raphy of Don Quixote: 1605-1895, London, 1895, nam. 7. 

* Seris, nim. 19; Ashbee, nim. 8. 

* Seris, nim. 24; Ashbee, nim. 11. 

1° Eds. London, 1725, 1731, 1740; Paris, 1746, 1756; La Haya, 1746, 1749; 
Amsterdam, 1755; etcétera. 

1 Cfr. Ashbee, nim. 39; Austin Dolson, William Hogarth, London, 1907, pags. 
63, 282. Como estos dibujos de Hogarth han encontrado admiradores, puntuali- 
zaré mi impresién: artificiosos e inanimados me parecen los dibujos 1 y 3, mal 
trazados y grotescos el 2 y 6, pésimo el 5, y sélo bien de lineas y expresién el 4. 
Comp. John Trusler, The Works of William Hogarth, in a Series of one hundred and 
Sifty steel engravings . . . (The London Printing and Publishing Co., London and 
New York, s. a.), t. II, Aminas 131-136. Otro dibujo de Hogarth sobre el Quijote 
—Sancho, gobernador, sentado a la mesa, lam. 113 en la ed. Trusler—es superior a 
los anteriores en factura y vigor, pero no menos falso e irreconocible como escena 
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sdtira burlesca, rabelaisiana, y no lo que es en realidad, una s&tira 
dramiatica, propiamente cervantina. En el mismo afio 1738 otro 
dibujante inglés, Vanderbank, ilustra el libro espafiol, con poco arte, 
muy a lo cémico, y con cardcter inglés.” Por el estilo, las ilustra- 
ciones de Wale (1774), de dibujo mediocre, composicién artificial, 
muy britdnicas, y ademds bastante feas. Superiores las Ifneas en 
Chodowiecki (1775), pero del mismo estilo cémico y aun grotesco, con 
tipos, trajes y costumbres ahora a la alemana. 

Viniendo a los ilustradores espafioles, reflejaron éstos la visién, 
al par grave y festiva, de la critica literaria de Espafia. En todos 
ellos hay mds melancélica tristeza que regocijada alegrfa. Y ni uno 
solo, en los siglos XVII y XVIII, le ha dado al libro una interpre- 
tacién burlesca. Prefieren las escenas serias, y aunque pinten las 
cémicas, es siempre sin trazos grotescos en la figura de Don Quijote. 
Ninguno de ellos fué artista de genio, ni su l4piz puede compararse en 
perfeccién con el pincel de Coypel. Mas, en conjunto, los ilustra- 
dores espafioles de aquellos siglos aventajaron a los extranjeros en el 
dibujo y, claro esta, en la interpretacién y en la propiedad. Discreto 
y estimable, nada mds, fué José Camarén (1771), asi como Antonio 
Carnicero, José del Castillo y demas artistas que adornaron la 
primera edicién de la Academia (1780). Tienen frialdad en el 
dibujo, afectaci6én en las actitudes y falta de movimiento, como los 
contempordneos del extranjero. Su superioridad est4 en la interpre- 
tacién, mds cordial y exacta, y en la propiedad de los trajes, 
costumbres y ambiente fisico. En el prefacio de la Academia se 
consigna que los dibujantes tuvieron a la vista, para guardar esa 
propiedad, “‘ pinturas y retratos del tiempo en que supone Cervantes 
haber existido los personages de su fabula.”” De mejor calidad son 
las ilustraciones de Antonio Navarro (1797), con mayor esmero en los 
detalles, con mds vida en las figuras, aunque todavia bastante frias. 
El grabado est4 hecho, ademas, con particular excelencia. De los 
ilustradores antiguos, es Navarro el que mds se ajusta al texto y con 
mayor fidelidad representa la indumentaria del reinado de Felipe III. 
Aventajéles a todos ellos Antonio Rodriguez (1797) en la finura del 
disefio, en la gracia de la composicién y en la animacién de las 


espafiola. En cuanto a puro arte, compdrese con la ldmina correspondiente de 
Gustavo Doré (trad. Viardot, Paris, Hachette et Cie., 1863, t. Il, pag. 307) y se 
comprender4 la superioridad genial de éste. 

12 De 1738, también, son las ilustraciones de Vanderbush, que no he logrado 
ver, “incredibly bald, vulgar, and grotesque, without any spark of real humor, or 
sense of harmony with the text,” en opinién de Watts, op. cit., pag. 266. 
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figuras. Casi todas sus ilustraciones son agradables, muchas son 
bellas,"* y fueron reproducidas en numerosas ediciones." 

A fines del siglo X VIII se empieza a ver en Alemania, en Ingla- 
terra, en Francia, el sentido espiritual y grave del Quijote, que ya no 
toma la critica por sélo un libro regocijado y satfrico, sino también 
por una novela de costumbres, un cuadro de la vida humana. 
“Goethe devine en Cervantes un ancétre, un génie de sa race et de 
sa doctrine. Ainsi se prépare une conception nouvelle, qui va créer 
vraiment un Cervantes insoupconné, le grandir en méme temps que 
le renouveler.” * En las ilustraciones de los franceses Lefebre y 
Lebarbier (1799), Don Quijote ha perdido ya su aire cémico, es mds 
bien grave y espiritual, y el libro todo esta tratado con completo 
abandono de lo burlesco. Sensibilidad y gracia poética hay también 
en las ilustraciones del inglés Smirke (1818), respeto o simpatia por 
los ensuefios del hidalgo manchego. 

El Romanticismo alemdn descubrié en Cervantes un altfsimo 
pensador y poeta, “‘qui eut une conception originale de l'art et de la 
vie, et la dressa en symboles puissants.”’'* Y serd el primero en 
reflejarla el artista Schrédter (1834), en un cuadro que, reproducido 
luego como ilustracién, dard a conocer la imagen de Don Quijote a 
muchos lectores en Alemania e Inglaterra.'’ Cobra espiritu y 
lozanfa el arte de la ilustracién del Quijote con los dibujos de otro 
alemain, Tony Johannot (1836), cuyo sentimiento lfrico y simbélico 
en muchas ilustraciones es fruto del Romanticismo, aunque en otras 
se inclina demasiado hacia el prosafsmo y la caricatura. Junto a las 
buenas suyas, parecerdn vulgares y sin alma las de los siglos X VII y 
XVIII. Adolecen las de Johannot, sin embargo, de tres defectos 
graves: bordean a veces en la caricatura, no reflejan el drama del 
Quijote, y les falta cardcter espafiol. Pero, en originalidad y 

% En particular, las ilustraciones en Parte I, capitulos I (vifieta y ldmina), 
XXII, XLII, y Parte II, cap. LXII. 

“4 Eds. Barcelona, 1808, 1841; Paris, 1827, 1830, 1832; Madrid, 1831; etcétera. 

4% Bertrand, op. cit., pag. 85. Cons. Bardon, op. cit., pags. 608-612. 

16 Bertrand, op. cit., pag. ii. 

17 Eds. Stuttgart, Hoffmann, s.a. [18757]; London, Dean & Son, 1872. 
Finos son los dibujos de Lefebre y Lebarbier, con cierta espiritualidad y elegancia. 
Delicados y expresivos, igualmente, los de Smirke, que poseen cierto encanto. 
Pero superior arte tiene el cuadro de Schrédter, de lineas precisas y puras, con 
fuerte cardcter; representa a Don Quijote en su estudio, absorto en la lectura de 
un libro de caballerias, y su expresién y actitud estan llenas de vida. Lamentable 
es que, asi como en Lefebre y Lebarbier todo es francés, y en Smirke todo inglés, 
en Schrédter todo lleva un aire germdnico: el semblante del caballero, su traje, 
el casco que se ve sobre la mesa, el tapete mismo de ésta, y hasta la encuadernacién 
de los libros dispersos en el suelo del estudio. 
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brillantez, es el Gnico precursor digno de Gustavo Doré (1863).'* 
Los principales ilustradores que hubo entre 1836 y 1863 son inferiores: 
Gilbert (1842), buen artista, pero convencional y nada ajustado al 
espfritu y ambiente espafiol; Nanteuil (1845), aunque bien de lfneas, 
esté falto de cardcter; Lamy (1845), fino en el dibujo, pero ldnguido 
y frio. . 

Desde el Romanticismo, en todas partes, se venfa penetrando 
cada vez mds en el Quijote, en su entrafia ideal, en su significacién 
simbélica, en su maravilla psicolégica y literaria, y aun lo recargaron 
algunos de mds enjundia filoséfica que la que admite una obra de 
arte. Esa interpretacién literaria, llena de espiritu y gravedad, 
tendra su cumplida representacién pictérica en la obra de Gustavo 
Doré, el gigante de la ilustraci6n en el siglo XIX. Allf{se juntardn la 
realidad y el ensuefio, el drama y la comedia del Quijote, el idealismo 
y el desvarfo en el semblante del caballero,* la socarroneria y el buen 
natural en el del escudero,”* y se enlazardn con maravillosa verdad en 
el mismo cuerpo lo risuefio y lo patético.* El ambiente fisico y 
espiritual ser4 por vez primera, entre los extranjeros, el propio de 
Espafia. Sumamente celebradas sus ilustraciones del Quijote por 
unos, como Sainte-Beuve * y Blanchard Jerrold,* atacadas violenta- 
mente por otros, como Watts * y Ashbee,” contintia siendo Doré en 


18 Con excepcién de Doré, ningtin otro ilustrador del Quijote se ha visto tantas 
veces reimpreso como Johannot en todos los paises. 

19 Ejemplo, ed. cit., t. 1, portada. 

* Ejem., t. II, lm. Sainte Vierge! . . . , pag. 136. 

™ Ejem., t. Il, lm. Venez ici... , p&g. 356. 

2 Nouveaux Lundis, t. VIII (Paris, 1867), pags. 1-5, 65. 

% Life of Gustave Doré, London, 1891, pdgs. 126-131. 

* Tras hablar de los malos traductores y adaptadores del Quijote, Watts 
afirma de los ilustradores: “‘ Almost worse are those who have chosen Don Quizote 
as a field for the popular artist—who have turned the story into a picture-book— 
the pictures being first and the text second—the artist not troubling himself about 
the author, and generally not caring to read the book which he illustrates. The 
most flagrant case of this is the illustrated Don Quizote of Doré, where the imagi- 
nation of the author is entirely overwhelmed and obliterated by the extravagant 
fancies of ‘he artist.” Op. cit., pags. 277-278. 

*% Escribe Ashbee: “the much vaunted productions of Doré are not faithful 
to the narrative. . . . Bold, effective, vigorous, and full of imagination as these 
compositions of Doré undoubtedly are, they fail to give entire satisfaction. The 
artist has travelled beyond his author, and has fallen into errors which Cervantes 
would have deprecated. He becomes fantastic, grotesque, at times almost super- 
natural, depicting those extravagances which it was the writer’s object to combat 
and destroy. The tranquil, thoughtful humour and gentle satire of Cervantes are 
lost in the artist’s desire to produce striking effect, difficult attitudes, telling situa- 
tions. The illustrations are in fact Doré, not Cervantes.” (Op. cit., pdg.x y ndm. 
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la opinién general el maestro ilustrador de aquel siglo. Hasta el 
presente dfa, su ilustrador mds veces reimpreso. Don Quijote y 
Sancho son mds conocidos en cualquier pafs por las imagenes de 
Gustavo Doré que por las de todos los demas ilustradores juntos. 
Le han aventajado otros después en alguna cualidad particular, Jules 
Worms (1884) en finura y delicadeza, Jiménez Aranda (1905) en 
vivido realismo, Ricardo Marin (1916) en risuefia fantasia, y toda 
la legi6n de modernos ilustradores espafioles en sabor local, natural- 
mente, pero s6lo uno aleanza y sobrepasa la talla del francés: Daniel 
Urrabieta Vierge (1906),?* el principe de todos ellos, el nieto genial 
de la ilustraci6én que bien puede decirse estaria aguardando Cervantes 
por tres siglos. Le estaba reservado a este artista el reflejar como 
nadie el aspecto saliente de la interpretacién literaria novisima: la 
fina y sutil ironfa del Quijote.?" 
M. Romera-NAVARRO 
University of Pennsylvania 


247.) Culminan las censuras del arte de Doré con el brillante cronista madrilefio 
Dionisio Pérez: en la empresa de ilustrar el Quijote “‘habia fracasado lamentable- 
mente Gustavo Doré,” cuyas ilustraciones son una “‘absurda improvisacién e 
invencién.” Daniel Vierge, el renovador y principe de la ilustracién moderna, 
Madrid, 1929, pag. 24. 

*¢ Urrabieta habia preparado unos trescientos dibujos para ilustrar la traduc- 
cién francesa de Filleau de Saint-Martin (Paris, Molinier, 1878), pero no salieron 
en ella més de una docena. (Cfr. Ashbee, op. cit., nim. 270.) Hasta la edicién de 
Nueva York (Scribner’s sons, 1906-1907) no fué conocida del piblico su obra 
completa de ilustracién del Quijote. 

27 ‘Tt remained for Vierge with his vitality of line, simple and yet suggestive, 
to illustrate Don Quijote adequately. His black and white drawings have all the 
colour and verve that Cervantes had painted in words; his characters are living 
men and women; his backgrounds have the atmosphere of Spain; he has not ex- 
aggerated, for the Don’s figure is drawn with gentle irony, not sarcasm. Above 
all, his impressions are vivid and sparkling, and the satisfaction aroused by the 
illustrations is the result of his sympathetic interpretation of Cervantes.” (The 
Hispanic Society of America, Urrabiela Vierge and Illustrators of ‘Don Quizote’ 
(19th and 20th Centuries): An Exhibition from Books in the Library of The Hispanic 
Society of America, New York, 1934, p&g. viii.) ‘These illustrations for Don 
Quizote have often been compared with those drawn by Gustave Doré on the 
same subject. Roger Marx exclaims: ‘Between Gustave Doré and Daniel Vierge, 
for example, what differences exist! Gustave Doré, wandering willingly in his 
dream, does not always escape vulgarity or heaviness and triumphs above all in 
humorous illustrations where deformations conceal a well-known lack of technique; 
Daniel Vierge, Spanish from head to foot, imaginative but in close touch with 
reality, never ceases to reveal himself as sensitive and subtle, and his work benefits 
in every way from an equal sureness of method and from the advantage of a 
spontaneous and acquired skill.’”” Elizabeth du Gué Trapier, Daniel Urrabieta 
Vierge in the Collection of The Hispanic Society of America, New York, 1936, pég. 
XXXvii. 








THE CONTRIBUTION OF PINEDA’S AGRICULTURA 
CHRISTIANA TO THE DICCIONARIO HISTORICO 


HIS article seeks to analyze part of a word list gleaned from 

Pineda’s Agricultura Christiana‘ in comparison with the word 

list taken from the first volume of the Diccionario histérico,? which 

comprises only the letter A, and in which citations from Pineda are 
offered for the first time in any Academy dictionary. 

The complete word list from the Agricultura Christiana contains 
758 items and was first compiled in 1933, shortly before the publica- 
tion of the Diccionario histérico. Although this dictionary copiously 
cites the works of Pineda, the present study will supply certain 
omissions and emendations. 

My A list taken from the Agricultura Christiana contains 59 
items; the Diccionario histérico offers 40 of these. In the 40 items 
offered by the Diccionario histérico, my Agricultura Christiana A 
list offers 14 possible emendations. As a result the Diccionario 
histérico might have included 33 additional items of information of 
varying importance, including the 14 possible emendations and the 
19 words that were omitted. Concerning the inclusions, exclusions, 
and emendations, this study is directed toward the validation of the 
Agricultura Christiana A word list rather than toward 2. criticism of 
the offering of the Diccionario histérico. 

The following abbreviations will be used: 


Dic. Ac. for the Diccionario de la lengua espafiola, 15th ed., Madrid, 1925. 
The 16th edition, when used, will be given as Dic. Ac. 16th. 

Dic. Aut. for the Diccionario de la lengua castellana, Madrid, 1726-1739. 

Dic. Hist. for the Diccionario histérico de la lengua espafiola, Madrid, 1933. 

Cej. Fras. for Julio Cejador y Frauca, Fraseologta o estilistica castellana, 
4 vols., Madrid, 1921-1925. 

Agr. Chr. for Los Treynta y Cinco Dialogos familiares de la Agricultura 
Christiana, 2 vols., Salamanca, 1589. 


The words of my Agr. Chr. A list are divided into three groups. 
Group I comprises 26 words, which are in my list and also in that of 
the Dic. Hist. and which, therefore, need no further explanation. 

1 Fray Juan de Pineda, Los Treynta y Cinco Dialogos familiares de la Agricul- 
tura Christiana, 2 vols., Salamanca, 1589. 

2 Real Academia Espafiola, Diccionario histérico de la lengua espafiola, vol. I, 
Madrid, 1933. 
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Group II contains 14 words, which are in both lists and in which 
some emendations may be made. Group III presents 19 words 
which have not been recorded in the Dic. Hist. It is to be borne in 
mind that the words to which this study is directed are not con- 
tained in the 15th edition of the Spanish Academy Dictionary, nor 
in the Diccionario de Autoridades, nor in that of Covarrubias, except 
in a few cases where some new information gleaned from the Agr. 
Chr. has added to or modified the meaning. Since this analysis 
was first made shortly after the appearance of Dic. Hist., vol. I, 
the Dic. Ac. was still in its 15th edition. It is of interest to observe 
that the 16th edition has affected only 4 items, which will be indi- 
cated in place. 


Group I 


The words of Group I are here offered first, to show what the 
Dic. Hist. has seen fit to include as well as to furnish examples of 
Pineda’s vocabulary. The words are attested in the Dic. Hist. 
by citations from the Agr. Chr., which in most cases are the same 
as those of my list. Since these words are fully explained in the 
Dic. Hist. and, in the main, are of easy derivation, it will be suffi- 
cient simply to list them, except for the items that have appeared in 
the Dic. Ac. 16th ed. 


abestializado alancamiento arquillas 
abonante alcahuetada arrufaldamiento 
acastellanar alegratiuo asemejamiento 

(See below) 
acuidadarse allega asidor 

(See below) 
Adace amagamiento assendereamiento 
adiosado amargalejo astrologizante 
adipe amezquinamiento atemorizador 
agraciamiento anfractuoso agumbrero 

(See below) 

ahecho ardifial 


Acastellanar. Of this word, the Dic. Hist. gives the infinitive 
with a meaning appropriate to the usage in the Agr. Chr. The 
Dic. Ac. 16th ed. gives only the form analagous to the past participle, 
designating it as an adjective with the meaning, “de forma de 
castillo o parecido a él,’’ which obviously does not fit the situation. 


Para mi tengo que no bastaran con las parientas de mi muger, para 
las hazer renunciar al vino, quantos Romanos y Espafioles ay ni huuo en 
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el mundo: segun se hallan bien con aquellas mudas, saluo algunas que 
estan acastellanadas. XXI, 12.* 


Acuidadarse ‘and anfractuoso. These two words appear in the 
Dic. Ac. 16th ed., with the meaning ascribed to them by the Dic. 
Hist. 

Grovp II 

Group II contains the 14 words which are capable of some 
emendation beyond the information given in the Dic. Hist. 

Abrocharse. The Dic. Ac. does not give a figurative meaning, 
nor does the Dic. Hist. Abrocharse has a figurative sense in the 
Agr. Chr.; “proveerse, tomar para sf, aprovecharse de una cosa.” 


Yo harto ando de perdizes, por las muchas que un mi criado toma, 
y por eso me abrocho con este taragon de congrio. III, 2. 


Abultar. The Dic. Ac. does not give a figurative meaning. 
The Dic. Hist. gives the figurative sense of ‘tener importancia’”’; 
and the citation, which is not from the Agr. Chr., refers the idea 
to things. The following quotation from Agr. Chr. will extend this 
figurative sense to include persons; ‘“‘ser de importancia o de 
preeminencia.”’ 


y ansi dezia el que si los principes y los que mas abultan en la Republica 
guardaren las leyes, el estado andara bien regido. XIX, 25. 


Acardenalado. Both the Dic. Ac. and the Dic. Hist. have 
acardenalar in the sense of “‘causar cardenales a una persona” and 
“salir al cutis manchas de color cérdeno.” In the Agr. Chr. 
acardenalado obviously means “hecho cardenal.”’ 


y por ventura la mayor dignidad de los Cardenales es ser electores de 
los Papas; aunque tienen otras muchas preeminencias, mas todas no han 
menester orden sacro, siendo algunos de ellos algunas vezes nifios, y otros 
despues de enfadados de andar acardenalados, los auemos visto casarse. 
XXIV, 7. 


Aguatocho. The Dic. Ac. gives ‘“‘balsa o lavabo; aguamanil.” 
The Dic. Hist. adds “‘jeringa grande; bomba; compuerta o esclusa.”’ 
In the Agr. Chr. aguatocho means “‘surtidor, rociadero.”’ 


Perdoneos Dios, y que peligros secretos teneis aqui con tantos agua- 
tochos, que de todos los jaspes que deuen estar huecos, nos han enuestido, 
por nos hallar en medio del patio, para adonde asestan sus pertrechos: 
que parece que con el tornillo se llaman las aguas de las colunas para 


+ In references to the Agricultura Christiana the Roman number indicates the 
dialogue, and the Arabic, the section in the dialogue. 
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que salgan con tanto impetu que lleguen al medio del patio a dar en la 
fuente. VIII, 12. 


Aherrumbrado. Beyond the meaning given in Dic. Ac., the 
Dic. Hist. gives a figurative meaning of ‘‘envejecer; llenarse de 
achaques’”’ and offers the following quotation from the Agr. Chr. 
Since in this passage the discussion is on lasciviousness, and since 
Polycronio is decrying his habits in this regard, he seems to be 
rebuking women in general for seeking out the most robust or 
virile mate, and his thought “y aun mas adinerado”’ seems to be an 
afterthought and not an essential in the original requirement. 
The meaning in the Agr. Chr. seems to be virile, and possibly 
“hirsuto” and ‘‘velludo” as signs of strength. To take aherrum- 
brado otherwise would leave no real reason why the women should 
have sought “un hombre aherrumbrado” in the sense of “enve- 
jecido y llenado de achaques.”’ If the desire of acquiring money 
quickly were the subject for the rebuke, the passage probably would 
have read “un hombre mas aherrumbrado y mas adinerado”’ as 
correlative requirements leaving no place in logic for the adverb aun. 


Polycronio: Que puedo dezir para que no me chisten hasta los nifios, 
sino que enfadado despues de cansado de ser malo, adoro estas doctrinas, 
(i.e. preachments and teaching opposed to lasciviousness) porel mal . . . 
en no las guardar, y pluguiera a Dios que no me cupiera tanta parte 
del: y de aqui me nasce bramar contra el linage mugeril, que se anda 
tras el que siente mas aherrumbrado, y aun mas adinerado: y por sus 
pecados y por los mios, muchas se contentan con que las deis una 
hartazga en un bodegon. XXII, 35. 


Alemanizado. The Dic. Ac. contains such adjectives as ale- 
manesco, alemdnico, alemanisco. The Dic. Hist. gives alemanizar 
in the sense of ‘‘tomar algdn cardcter alemén”’ and cites the follow- 
ing passage from the Agr. Chr. The idea, though it may be taken 
in a general sense, is here specifically related to the idea of Luther- 
anism and heresy. The sense in the Agr. Chr. should rather be 
“tocado de la herejia luterana” and may well mean Lutherans, 
reformers, or reformed. 


por la mesma razon entrepuso aqui la yglesia la palabra madre, con 
que mouamos a la Virgen a procurar mostrar se tal con su hijo rogandole 
por nosotros, y alcangando nos del socorro de nuestras necessidades 
(como canta la yglesia en el su solenissimo hymno Aue Maris Stella) 
aunque pese a algunos medio alemanizados, deste lenguage. XXXI, 38. 


Animante. In the Dic. Aut. animante refers only to persons. 
The Dic. Ac. gives it as an old present participle of animar, in the 
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sense of ‘que anima” and “‘viviente.’”’ The Dic. Hist. adds nothing 
new. The citations which are offered, however, refer to the vege- 
table kingdom rather than to the animal kingdom. The Dic. Hist. 
gives two citations from the Agr. Chr. which are likewise contained 
in my list. 

Entelechia es el fin de tal mouimiento y la perfecion del tai animal; 
o del animante que es el nombre vsurpado para las plantas. XI, 10. 


Arboles tienen cuerpos organicos y son animantes biuos. (Tabla, 
under “ Arboles.’’) 


Two citations in my list not offered by the Dic. Hist., are: 


y la palabra animante, significa a lo vegetable de yeruas, plantas, 
y arboles. II, 7. 


Ninguna diferencia hallareis quanto al punto que tratamos, entre los 
arboles y los animales, porque los arboles se llaman animantes porque 


tienen almas vegetatiuas con que gozan de su manera de vida hasta que 
se secan. VIII, 17. 


From the several citations which have been given, Pineda seems 
to make animante something of a technical term applying to the 
vegetable kingdom. 

Apendicio. The Dic. Hist. gives apendicio as a noun meaning 
apéndice. It may be taken rather as an adjective, especially since 
it is followed by the preposition a. Apendicio in this sense, there- 
fore, will mean “‘ pertinente, correlativo.” 


porque lo del deprenderla [medicina] o disputarla, o ensefiarla 
scientificamente es apendicio a la philosophia madre de las artes liberales. 
XVIII, 29. 


Arafia. The Dic. Hist. gives arafia as an adjective for “‘ardnea.”’ 
Pineda may have considered this directly asa noun. The following 
quotation is from the Dic. Hist. 


A este humor toma en medio la tunica llamada especular, por ser 
alisada . . . y es tambien llamada arajfia, por ser semejante a las telas 
de arafias. XIII, 9. 


The Agr. Chr. list offers, besides the above, the two following: 


mas la postrera se llama Vitrea, y es mas subtil en su parte delantera, 


y ambas son abragadas por la tela llamada arafia, para conseruar aquel 
humor. VI, 5. 


y por el mesmo tenor hazen otras dos partes a la Arajia, y su parte 
anterior se queda con ese nombre, y la posterior se llama retina. VI, 5. 


Arcas. The Dic. Hist. gives the same meaning as the Dic. Ac., 
namely, ‘‘vacios que hay debajo de las costillas, encima de los 
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ijares.” For arquillas, besides saying that this is the diminutive of 
arca, the Dic. Hist. gives the additional meaning ‘‘la carne de estos 
sitios.” But the quotation cited below shows that arca can also 
have the meaning ascribed by the Dic. Hist. to arquillas. 


ya teneys entendido que liebres y conejos son de genero propinquo, 
y Horacio, dize al reues de las cachas de vuestro conejo, que las espaldillas 
de la liebre quitadas de los lomos son mas sabrosas, como los palomos 
Torcazos sin las anquillas: y no seria mala conjetura dezir que se guian 
por esta razon de Horacio los que hazen las lebradas de las arcas y sangre 
de las liebres y no de las ancas. III, 10. 


Arrodrigar. The Dic. Hist. gives no meaning beyond that of the 
Dic. Ac., namely, “poner rodrigones a las vides,’”’ and the citation 
which it offers is concerned purely with agriculture. In the Agr. 
Chr. the word is used most often in the figurative sense of “apoyar, 
probar, confirmar,” as the citations offered below by the Agr. Chr. 
list demonstrate. 


El mesmo Galeno dize que la mejor agua de todas es la que tiene 
esas qualidades o condiciones que aueys sefialado en ella; y algo parece 
arrodrigar el parecer de 8. Thomas lo que dize Aristoteles, que el mudar 
de las aguas es causa de mas enfermedades, que la de los aires. V, 7. 

Yo no pongo duda en esto que acabais de dezir con Ricardo, y 
mas auiendolo tan bien arrodrigado con las tentaciones del Redentor. 
XXVIII, 31. 


Arrollabollos. The Dic. Hist. explains this word as “persona 
torpe y de cortos alcances” and calls it raro. The Dic. Hist. 
has generalized the sense. But since the word is rare it might have 
been given a more specialized meaning to fit this particular case. 
Philotimo (one of the interlocutors and a medic) has grown weary 
with a long discourse on anatomy and medicine, but is urged to 
proceed. In the following passage he refers to himself and his 
kind, and so arrollabollos refers specifically to doctors; cf. the Eng- 
lish “‘ pill-roller.”’ 


Philotimo: Aunque yo me halle ya medio enfadado con esta platica, 
que si no es para hombres cuerdos y de buenos entendimientos, quales 
sois los presentes; otros arrollabollos la ouieran ¢apateado como conejo a 
ballestero, y se ouieran acogido al pacilgo del tomillo, con todo eso dire 
algo mas con mi patron Galeno. IX, 33. ° 


Atezado. The Dic. Hist. gives the same citation as that of the 
Agr. Chr. list, and treats it as a past participle of the verb atezar 
meaning “‘hacer tez, nata, etc.”” Atezado is given as an adjective in 
both the Dic. Hist. and the Dic. Ac. in the sense of “que tiene la 
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piel tostada y obscurecida por el sol; de color brillante, generalmente 
de negro intenso.”” In the following quotation atezado seems to be 
an adjective rather than a past participle. The whiteness and the 
surface texture are the important elements in the simile. It is 
difficult to capture in one word in English the full force of atezado, 
and the same seems to be true in Spanish. Hence Pineda may have 
had a more extended sense of the word in mind. If the emphasis 
were on the creamlike color, Pineda would perhaps have used the 
work nata directly. Consequently atezado would seem to mean 
“blanco y suave y parecido a la tez de la cara’”’ rather than “hecho 
nata.” The Dic. Ac. 16th ed. has added something more to the 
point: ‘‘atezar; poner liso, terso, o lustroso.”’ 


son mas blancos que la nieue, y mas nitidos y luzios que la haz atezada 
de la leche: por la qual blancura y tez se entiende la perfecta puridad de 
consciencia. X, 6. 


Ayuno. Neither the Dic. Hist. nor the Dic. Ac. gives the mean- 
ing ascribed to ayuno by Pineda. In this passage of the Agr. Chr. 
ayuno clearly means yeyuno. 


y aqui esta el intestino llamada ayuno, porque no para cosa en el. 
X, 15. 


Grovp III 


The following 19 words from the Agr. Chr. list are not found in 
the Dic. Hist. 

Actiue is a pure Latinism and means activamente; cf. “‘directe ni 
indirecte”’ contained in the Dic. Ac. Pineda uses a number of ad- 
verbs of this type. 


So pena que si la voluntad no concurriesse active, no serian sus actos 
meritorios, y en el ser mouida por otro no concurre sino passiue. XXVII, 
5. 


Adesmuertas is probably for a desmuertas. The phrase in this 
case follows the adverbial pattern of the preposition a with a form 
that resembles the feminine plural of the adjective. Desmuertas will 
have to be considered as the past participle of the nonexistent verb 
desmorir. The phrase or adverb adesmuertas seems to mean “con 
conivencia y toleracién”’; cf. “‘hacerse el muerto”’ contained in the 
Dic. Ac. 


Llegaos a considerar que confessores buscan, y hallareys que son los 
mas ignorantes y pobres de su comarca . . . y como pobres absueluen 
adesmuertas, porque les prouean sus menguas: y con la pobreza, y necedad 
no les osan dezir palabra que sepa a reprehension, etc.’ XX, 3. 
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Adintra is pure Latin and means adentro or “‘intrinseco”’ and 
“intimo.” It is an example of a facile use of the Latin adverb 
especially because of its kindred form adentro, and might well be 
contained in an appendix of Latinisms and Latin expressions. 


porque lo essencial adinira y absoluto primero se entiende que lo 
nocional de las produciones. II, 17. 


Adiutrice is from the Latin “adiutrix, adiutricis” and in the 
following passage means “‘ayudadora.”’ It might well have been 
included as a natural borrowing from Latin. A word like this 
would hardly be relegated to an appendix. 


Estas virtudes adiutrices de la justicia dize que son Religion, Piedad, 
etc. XXIV, 32. 


Agricultrice is an example of an easily intelligible formation in 
Spanish utilizing Latin elements. Though this formation should 


usually give a noun, agricultrice is here an adjective and means 
“agricola.” 


bien seria recurrir al euangelio para proseguir en lo de nuestra lauor 
agricultrice. II, 25. 


Aguja is part of the expression ‘‘echar sus agujas delante,”’ which 
is found neither in the Dic. Hist. nor the Dic. Ac. The Cej. Fras. 
contains the expression “alabar sus agujas, sus cosas, del buhonero.”’ 
The Dic. Ac. gives “‘alabar uno sus agujas; ponderar su industria, 
sus trabajos o cualidades.”” The phrase as used by Pineda seems 
to mean “‘realzar o encarecer sus cosas”; or “‘excederse en hacer 
algo.” 


Pareceme que Platon como philosopho echo sus agujas delante, 


vendiendo a los de su facultad por dignos del consorcio de los dioses. 
XI, 6. 


Algorismo is another form of “algoritmo” and “al:oritmia.” 
The Dic. Aut. gives “algorithmo.” 


por la orden del contar Algorismo. XXXIII, 32. 


Alguillo is of course the diminutive'of ‘‘algo.” It is interesting 
simply for its usage, typical of Pineda. 


y que nosotros en el entretanto digamos alguillo. XXII, 17. 


Almilla is the diminutive of “‘alma”’ and illustrates again Pineda’s 
fondness for the diminutive form. 
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Por mi almilla que tal hecho como esse que significa gran deseo de 
vino en las mugeres. XXIII, 14. 


Alonso. Often proper names have connotations and meanings 
which are associated with them. Sometimes the name is used 
merely for the sake of using a name, and is purely accidental and 
incidental. The expression “‘villanos te maten Alonzo” is con- 
tained in the Cej. Fras. Alonso seems not to have any particular 
significance beyond giving a name of a generalized person to whom 
to impute the situation given in the phrase. Here the idea seems 
to be, ‘‘They’ll get you in the long run, Al,”—whoever Al may be. 


y que un caballero Romano llamado Mela se mato sin sentir algun 
dolor, con tomar de su guma [el zumo de puerros] tres reales de peso, 
por huir de otra muerte que le mandaua dar el emperador Tiberio. 
Pherenico: Por esse se pudo dezir, villanos te maten Alonso! III, 12. 


Aluarazo. Many proverbial sayings are so stated that a proper 
name is necessary to complete the expression. The phrase ‘quien 
hurto las badagas de Aluarazo”’ seems to refer to the idea of a prob- 
lem that cannot readily be solved. 


Yo no hablo contra la verdad de la sciencia, sino contra la confiada 
manera con que nos intiman la medida de los cielos y de las estrellas y 
sus grandezas: y contra los que echan juizios de quien hurto las badacas 
de Aluarazo, y el frasco de Musiur Traspon, que aun el Moro Olit en el 
infierno trebeja con tales diligencias. XI, 18. 


Aluarino like Aluarazo is derived from “Alvar” or “ Alvaro.” 
From its usage it would seem that Pineda recognized a proverbial 
situation associated with this name. For the significance in this 
name see Aluarazo above. 


Y nuestra sancta madre yglesia descarga grandes descomuniones 
contra los que se dan a deprender estas vanidades supersticiosas, y 
contra los que piden parecer a los tales magicos supersticiosos, para 
saber lo que no es dado saber a los hombres, por tal manera y en la 
escriptura sancta se mandauan matar los dados a semejantes artes 
diabolicas, y agora no faltan personas que dizen de las cosas perdidas y 
hurtadas y no son castigadas por ello; y van sacerdotes y religiosos a 
consultar sobre sus cosas perdidas, y les dizen donde y como las hallaran, 
y no son por esso castigados unos ni otros, y me parece auian de ser 
conuenidos por el oficio inquisitorio: y con esto deuemos dar por concluso 
lo tocante a supersticiones. Polycronio: En Cerdania supieron de las 
badacas aluarinas. XX, 14. 


Andrio is a Grecism from the adjective ’avdpéios and means the 
same as “varonil.” 
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Y ansi los combites que los Cretenses llamaron Andrios o varoniles, 
y los que los Lacedemonios llamaron Phidicios o aprouechados: les 
seruian como de Senado, etc. III, 4. 


Arrogantazo is the augmentative of “‘arrogante”’ and is interest- 
ing mainly for its usage. 


porque vosotros os precieis dellas, y confundamos a unos arrogantazos 
carnalazos que se derriten llorando la muerte del hijo, y de la muger, 
y aun de su amiga. III, 14. 


Arrojaporradas is a compound word which the Dic. Hist. might 
have included and characterized as rare, just as it did in the case of 
arrollabollos (in Group II). Arrojaporradas signifies ‘‘el que habla 
loquaz y neciamente sin mirar en lo que toca.” 


Aureis visto algunos razimos de agraz que sin madurar se pudrieron? 
Philotimo: Y muchos. Pamphilo: Destos soys vos, pues auiendo yo 
tocado en lo que deue hazer el medico por la obligacion de justicia, me 
notastes de arrojaporradas de filuanos. IV, 17. 


Asseguratiuo is an adjective of facile derivation from the verb 
asegurar. The Dic. Hist. has included others of like derivation such 
as alegratiuo (see Group I, above). The word means ‘que tiene 
la virtud de asegurar.” 


y si ansi no fuera, no asentara dezir que aquel parto se les daba por 
sefial certificatiua y asseguratiua de grandes cosas. IV, 10. 


Asufio is an adjective derived from asno and means ‘“parecido 
al asno o a lo del asno.” 


El becoquin colorado con que Mydas procuro encubrir sus asufias 
orejas, etc. XIX, 12. 


Authorado is derived from the noun autor and means “erudito, 
ilustrado, autoritativo.”’ 


Concluyo con encargaros aquella sentencia del Authorado Ricardo. 
XIII, 19. 

Esta doctrina tambien la ensefian Sant Buenauentura y el Authorado 
Ricardo de Media villa. XXVII, 10. 


Authoritative is another example of the Latin adverb in e 
(see actiue above). 


porque authoritative y originatiuamente Dios juzga los meritos de los 
malos sin delegacion. XXXII, 17. 


Iver N. NELSON 
University of California 











VARIA 


IMPERSONAL DIZQUE AND ITS VARIANTS 
IN AMERICAN SPANISH 


Tue good Old Spanish form diz que (< dicitur?) stood for dicen que 
or se dice que (Hanssen, Gram. hist., § 596). The form diz occasionally 
was a mere apocopation of personal dice, sometimes used for the preterite 
dijo or dijeron; but in this sense diz is now rare, though examples may be 
found in dialectal Spanish. Common in the old language, diz que was 
not discountenanced by Juan de Valdés, who about 1535 wrote: “También 
dezimos diz que por dizen, y no parece mal’ (Didlogo de la lengua, ed. 
Montesinos, p. 121). However, it apparently began to decline shortly 
after: of the eleven examples counted by Keniston * in that century, only 
two were found in the second half. Nevertheless diz que did not become 
obsolete; it became dialectal, provincial, or rustic. At the beginning of 
the seventeenth century Covarrubias (Tesoro de la lengua castellana, 1611, 
p. 324) registered it as “palabra aldeana, que no se deve usar en Corte. 
Vale tanto como dizen que.” It lingered on in regional literature and 
speech into the nineteenth century.’ Even today it is occasionally heard 
in restricted areas of Spain, but only as an archaism in familiar or jocose 
style. 

The case is different for Spanish America. In most regions dizque ‘ 
still flourishes vigorously, in some areas even in cultured speech. How- 
ever, beside the correct form diz que or dizque, others have come into use, 
all of which are in varying degrees considered popular, rustic, or vulgar. 
Let us examine these popular variants, some of which may be traced to 


1 Cf. Pereda’s Pefias arriba: “—jPor qué lo diz, cristianu? . . . Pos quién le 
diz. . . . De pronto diz el otro al uno de ellos.” (Obras completas, XV, Madrid, 
1901, pp. 315, 468, 504; Menéndez Pidal, El dialecto leonés, § 18, 2.) 

2H. Keniston, The Syntaz of Castilian Prose: The Sixteenth Century, Chicago, 
1937, p. 344. 

* Cf. Pereda’s Tipos y paisajes: “. . . vase a la comedia, que diz que estaba 
cuaja de sefiorfo prencipal . . . fuéronse a ver a la enferma, que diz que paecia un 
sol.”” (Obras completas, VI, Madrid, 1897, pp. 140 and 409.) 

‘Some preceptists, following the Academy Dictionary, insist that dizque is 
the noun, generally used in the plural, meaning “dicho, murmuracién, reparo,”’ 
and that the verbal locution must be written diz que (R. Morales, El buen decir, 
II, Santiago de Chile, 1937, p. 290; Bonilla Ruano, Gramdtica castellana, III, 
Guatemala, 1939, p. 58, etc.). However, this distinction is not made in practice. 
Amado Alonso and P. Henriquez Urefia (Gramdtica castellana, Segundo Curso, 
Buenos Aires, 1939, § 208) call dizque an “adverbio de duda,”’ which undeniably 
it often is. 
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dialectal Spain (es que, is que and y que: Sénchez Sevilla, ‘El habla de 
Cespedosa de Tormes,” in RFE, 1928, XV, § 94). 

The form izque with loss of the initial d is found in Mexico, Colombia, 
Ecuador, Chile, and probably elsewhere. It is pronounced thke in New 
Mexico,® Tabasco,‘ and in other regions where s, in the weak final position, 
has become aspirated (Chile, coastal zones of Colombia, Ecuador, etc.). 
In Venezuela this weakening has progressed until the aspiration itself has 
disappeared in popular speech, where we find ¢ que or y que. Alvarado’ 
tells us that “y que es manera vulgar de pronunciar diz que.”” Cuervo * 
had called attention to Venezuelan i que for diz que, giving the examples: 
““3Qué le parece? + que don Antonio se casa.” Calcafio,® however, took 
exception to Cuervo’s statement. He wanted to limit the zone of ¢ que 
in Venezuela to Maracaibo and the social status to “criadas y gente de 
capa parda,” adding that the form y que moved those who heard it to 
laughter and scorn. In an exceedingly artificial explanation, to which we 
cannot give credence, he expounds how he thinks y que came into exist- 
ence. He adds “esta extravagancia [t que] no ha hecho camino, y sus 
glorias pasan, gracias a Dios.” However, his prediction of the fate of 
i que seems as unfelicitous as his etymological exposition,’® for since his 
statement (1896), the locution has flourished in modern Venezuelan 
literature of realistic tendency. The form y que is recorded also for 
northern Colombia. Examples are given below. Sdnchez Sevilla (RFE, 
XV, 248) reports y que as well as is que for limited regions in the Salamancan 
region of Spain; and it is sometimes heard elsewhere, notably in parts of 
Andalusia. 

The form es que is found in Mexico, Central America, Colombia, 
Chile and probably elsewhere. Cuervo (Apuntaciones, § 441) mentions 
this form for Colombia, though he fails to include other popular variants: 
quesque for Bogotdé, izque and quizque for Antioquia. He thinks that the 
two correct locutions diz que (‘they say that’’) and es que (“the fact is, 
the reason is, it’s because,” etc.) have become confused in popular speech 
to form popular es que with the meaning of diz que. Correct es que 


5 E. C. Hills, El espafiol de Nuevo Méjico (1906), in Biblioteca de Dialectologia 
Hispanoamericana, [V, Buenos Aires, 1938, p. 15. 

* R. M. Gutiérrez Eskildsen, El habla popular y campesina de Tabasco, México, 
1941, pp. 83-85. 

7L. Alvarado, Glosarios del bajo espafiol en Venezuela, Caracas, 1929, p. 7, 
under ah, pues. 

®R. J. Cuervo, Apuntaciones criticas sobre el lenguaje bogotano, ed. 4, 1885, 
Chartres, § 367; ed. 7, Bogota, 1939, § 441. 

* J. Calcafio, El castellano en Venezuela, Caracas, 1897, § 509. 

10 R. Lenz (Diccionario etimoldjico de las voces chilenas derivadas de lenguas 
indijenas americanas, Santiago de Chile, 1904, pp. 77-80), with his pen dipped in 
vitriol, remarks that Calcafio “se confunde a cada paso con su sabiduria postiza 
. . . la obra de Calcafio es un libro peligroso, especialmente en la parte etimolé- 
jica,” ete. 
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introduces the speaker’s opinion, whereas popular es que (like diz que) 
expresses some one’s else opinion. For instance, in answer to the question 
“1Por qué no ha venido?,”’ the reply “Zs que esté enfermo’”’ would express 
the speaker’s reason, and “Diz que (or popular Es que) esté enfermo”’ 
would express someone’s else opinion. As a matter of fact, while diz que 
and es que may have become fused in form, they have also blended their 
meanings, so that diz que frequently means no more than a weak es que. 
There is a difference of stress between popular es que [= diz que] and 
correct es que: the former es is the weaker. This weakly stressed popular 
es que, according to Cuervo, is commonly used in Colombia in relating 
folk tales. We find the same to be true elsewhere. For Guatemala, for 
instance, Sandoval," without indicating that es que is equivalent to diz 
que, correctly remarks that es que éste era is there equivalent to érase que 
se era (“once upon a time,” etc.], a phrase with which folk tales often 
begin. However, we also find the correct form dizque in folk tales: “Este 
dizque era un hombre que se llamaba Peralta’ (Colombia: Tomas Carras- 
quilla, En la diestra de Dios Padre). In Ecuador we find the form desque, 
probably a fusion of dizque and es que, and of lower social status than 
dizque. 

The form quizque (< que + tzque), together with que dizque, is found 
in Colombia, Mexico and probably elsewhere. Its meaning is not que 
dicen que, as many think, but a vague dicen que (= diz que). When the 
force of que in dizqgue had become spent, it was felt necessary to prefix an 
additional que. An analogous phenomenon was the development of Latin 
mecum, tecum and secum into Spanish conmigo, contigo and consigo. We 
find que dizque, as well as dizque que, used in Santo Domingo." The form 
quizque is not mentioned by all preceptists but it is frequently found in 
recorded popular speech. 

The variant quesque (< que + esque) is a similar formation. It is 
found in Mexico,'* in Central America and Colombia. Like quizque, the 
form quesque has not the force of que dicen que, as many believe, but 
merely a vague dicen que.'* 

Now quizque (or que tzque) and quesque (or que esque) and y que, as 
well as dizque, have in turn become weakened and are often used with the 


u[,. Sandoval, Semdntica guatemalense 0 Diccionario de guatemaltequismos, 
Guatemala, 1941-1942, I, 515. 

2 P. Henriquez Urefia, El espaiiol en Santo Domingo, in Bibl. Dial. Hisp., V, 
Buenos Aires, 1940, p. 240. 

18 P. Henriquez Urefia, Datos sobre el habla popular de Méjico, in Bibl. Dial. 
Hisp., IV, Buenos Aires, 1938, p. 308. 

4 The form quesqué as used in the Peruvian highlands is merely an emphatic 
negative, equivalent to jca! jquid! jqué va! etc.: “ZY aqui toman el agua turbia del 
rio?—Quesqué, sefiorcito. Se junta e la quebrada que se limpia cuando no llueve 
y se guarda pa los dias que llueve” (p. 22). ‘“—jLe duele la mano?—Quesqué, 
—grufié—es una corazonada lo que mia dao” (p. 92). (Ciro Alegria, La serpiente 
de oro, ed. 2, Santiago de Chile, 1936.) 
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force of the simple conjunction que (‘‘that’’) rather than the original 
impersonal dizque (‘“‘they say that”); and in many instances their force 
is reduced to that of an adverb of doubt. A number of examples given 
below prove this. For Venezuela (Caracas and elsewhere) Picén-Febres '* 
reports the locution dicen y que with the simple meaning of dicen que 
(“they say that”). Such constructions, which we find also in other 
regions (desta isque, Colombia), may well be examples of what Keniston 
(op. cit., p. 428) explains as “carried over from the style of the popular 
tale-teller, who, in English as well, interlards his story with ‘he says, says 
he.’”’ This weakened meaning is related to the correct use of es que, 
a fact which corroborates the theory of confusion of dizqgue and es que. 
For Mexico, Ramos Duarte "* calls que es que [= quesque] an “‘estribillo 
de la gente del pueblo,” remarking that ‘“‘que es que dice mi tia que es que 
no puede venir” means merely “dice mi tia que no puede venir.” 

The examples given below are listed by country in geographical se- 
quence beginning with the southernmost. If the meaning of dizque, or 
its variant, is other than impersonal dicen que or se dice que, that meaning 
is indicated in brackets. It will be remembered that dizque often corre- 
sponds to our “is supposed to’’: él dizque lo hizo = “he is supposed to 
have done it,’”’ “he supposedly did it,” ete.; its force may be further de- 
veloped to a doubt and even to a negation: él dizque lo hizo = “‘he is 
supposed to have done it’ > “it is doubtful whether he did it’’ > “he 
probably did not do it.” 


ARGENTINA 


Rural: Al pobre viejo Machao / diz que lo habia encontrao / un gaucho 
dela Salada. (Ascasubi, Santos Vega, in Poetas gauchescos, ed. Tiscornia, 
Buenos Aires, 1940, p. 153.) 

Asi dizque lo topan, dizque lo asan. (Lafone Quevedo, Tesoro de 
catamarquefiismos, ed. 3, 1927, p. 99.) 


CHILE 
Central Zone, rural: Cuando estaba en pafiales, iz que, . . . como si 
hubiera tenido empacho (p. 40). . . . Una catervada de veces, iz que 


se habfan encontrado (p. 132). (J. M. Mufioz R., Don Zacarias Encina, 
Santiago, 1932.) 

A misa es que iba un galan / por la calle de la iglesia. (J. Vicufia 
Cifuentes, Romances populares y vulgares, Santiago, 1912, p. 113.) 

Southern Zone: —Este era un fundo regrandazo, su mercé. Hasta el 
mar llegaba, es que. Yo estaba chiquichicho cuando murié el finao Juan 
Barrios. De repente, es que. Avarientazo icen qu’era y too lo tenfa 
escondio. (Mariano Latorre, Hombres y zorros, Santiago, 1937, p. 132.) 


46 G. Picén-Febres, Libro raro: Voces, locuciones y otras cosas de uso frecuente 
en Venezuela, ed. 2, Curazao, 1912, p. 147. 
16 F. Ramos Duarte, Diccionario de mejicanismos, ed. 2, Méjico, 1898, p. 425. 
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Peru (especially the Highland Zone) 


. este sabio dizqgue se metiéd a publicar pasquines contra don 
Guillermo y su familia. (Clemente Palma [Juan Apapucio Corrales], 
Crénicas politico-doméstico-taurinas, Lima, 1938, p. 50.) Y se jué acer- 
cando cuando dizqgué vidun campito espaciao onde los pajaritos siabfan 
aposentao en las ramas (p. 141) . . . yuno dellos volé pa una rama cerca 
del y dizqué hablé como si juera otro mero cristiano (p. 142). . . . —jEl 
puma azul. . . dizgué puma azul! jSies como todos, medio pardo, 
medio amarillo! (p. 170) . . . el Arturo también dizqué io vié (p. 188). 
(Ciro Alegria, La serpiente de oro.) La Fuente llegé con nombramiento de 
una Direccién de Salubridad que dizqué ataca desde Lima la viruela 
(p. 87). . . . Dizque en la Costa los sucios costefios saben comer estas 
tripas de gallina (p. 101). (P. Barrantes Castro, Cumbrera del mundo, 
Lima, 1935.) 

The fluctuating written accent in these examples, and elsewhere, 
reflects fluctuating stress. 


EcuaDOR 


Coastal Zone: La llamaban la agalluda. Porque disque todo lo queria 
para ella (p. 21) . . . —Vienen los blancos. Jzque han comprao una 
isla. . . . Dizque por arriba todo lo arreglaban a latigo o a bala (p. 102). 
(D. Aguilera Malta, Don Goyo, ed. 2, Quito, 1938.) 

—Y dicen que diz que [= dicen que] hasta las cuatro de la tarde no 
mas trabajan en el campo (p. 138). . . . Diz que tiene bastantisima plata 
(p. 151). (A. Pareja Diez-Canseco, Baldomera, Santiago de Chile, 1938.) 

—jEres vos el esmeraldefio ése que dizque estuvo en la guerra de 
Concha? . . . Dizque es serrano (p. 64). . . . A eso dizque vino el viejo 
Tomald. . . . Arriba, dizqgue en el desmonte de un pariente de él (p. 68), 
ete. (E. Gil Gilbert, Nuestro pan, Guayaquil, 1942.) 

—Pero, oye jy la Eudosia? —Jzque se jué par Guayas. (Gil Gilbert, 
Juan der Diablo, in Manzor’s Antologia del cuento hispano-americano, 
Santiago de Chile, 1939, p. 277.) 

The form desque (probably a fusion of dizque and es que) is current 
among the populace in the Ecuadorian highland zone, both urban and 
rural, while dizque is felt to be the more correct and elegant form used 
even by the cultured. In Huasipungo (1934) Jorge Icaza wrote dizque, 
but in his later novels En las calles (1935) and Cholos (1938) he wrote 
desque, probably in an attempt at a stricter adherence to the language 
of the lower classes. 

Highland Zone: —Y el indio . . . dizque se viene pes toditicas las 
noches (p. 30) . . . esto dizque va a ser pantano (p. 66). . . . Dizque son 
generosos (p. 133), etc. (Huasipungo, ed. 5, Quito, 1937.) 

—Hasta con los aventadores desque negocea, ha de creer compadre? 
(p. 232). . . . —Y éste no desque se quiere ir (p. 233). . . . Ya desque 
estan formando los comités.—Nu’e sabido pes. . . . Cerveza desque’stan 
repartiendo (p. 234), etc. (En las calles, Quito, 1935.) 
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—No desque van a dejar salir a la Virgen (p. 130). . . . —jAura desque 
le sacan a la verdadera? (p. 138). ...-—El compadre Julio tan 
[= también] desque si’ a muerto (p. 147). . . . —Castigo de la Virgen 
. . « desque’s, dice taita cura (p. 148). . . . Entonces el alma desque le 
dice (p. 149). . . . Desque han querido matar al patrén pes (p. 216), etc. 
(Cholos, Quito, 1938.) 

CoLOMBIA 


Atlantic Coast: —Dice la lavandera que y que mandé por la ropa 
sucia.—No y que no me lavaria més.—Como Usted y que se va, serd ésta 
la Gitima. (A. Sundheim, Vocabulario costefio, Paris, 1922, p. 555.) 

Bogoté: —Dizque te vas al campo. . . . —jQuesque te vas a casar! 
(Heard in conversation.) 

Antioquia: . . . me dijo qi Andrea isque quedaba debiendo 2 pesos 
(p. 28)... un pién . . . estaba mui caliente isque [= dijo que] porque 
nos mandaron .. . a fregarnos arto (p. 37) . . . i desfa isque [= que 
or dijo que] quien iba fijasen ella tan fea (p. 65), etc. (Julio Posada R., 
El machete, Bogoté, 1929.) 

—Determinaron descargarme dizque [= dijeron que] pa que descan- 
sara. (T. Carrasquilla, Dimitas Arias, in Novelas, ed. Bogoté, 1936, 
p. 122.) 

—No te ponen en l’escuela, quizgue (= “‘supposedly’’) pa que no te 
ayuntés con nosotros: quizqgue te pegamos los piojos (I, 27). . . . Mucho 
que se alegraron, y ahora quizque vienen a saludala (I, 65) . . . aqui 
quizgue se expende todo. . . . Eso quizqu’ esté muy cerquita (I, 170). 
. . » Dos izque son labradores (I, 171) . . . un perro que tenfan izque 
[= dijeron que] se los habfan envenenao (I, 172). ... Yo dizque 
[= dice que] soy la reina; que no dizque [= dice que] hay una mujer 
mis bella y mds querida que yo (II, 108). (T.Carrasquilla, Hace tiempos, 
Medellin, 1935-36.) 

When, as in the preceding examples, dizque, izqgue and quizque are all 
used, any one of the three may be found after a pause; after a vowel, 
either dizqgue or quizqgue is preferred; after a consonant, izque seems 
commoner. 


VENEZUELA (particularly the Coastal Zone) 


—Usted no y que es doctor? Apues, si es doctor debe saber eso. 
(Cabrera M., Mimi, p. 130, cited by Alvarado, Glosarios, p. 7.) 

—Capitan, usté y gue va a comprar este barco? (p. 40). . . . —jNoy 
que no tienes virtud para traerlo? (p. 151). (Antologta del cuento moderno 
venezolano, Caracas, 1940, II.) 

—Si fuimos a bafiarnos; pero Chucha me metié miedo porque y que 
salfan babas, que ella las habia visto; por fin ella fué la que se bafié (p. 19) 
. . . ti y que tenfas una cosa peligrosa, que eso que ti tienes y que es 
de cuidado, y td y que eres muy disparatero. . . . —jDijo eso mama? 
—Si (p. 84). (J. R. Pocaterra, Vidas oscuras, Madrid, 1916.) 
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—(jSerd4 por la parte de blanco que y que tiene? (p. 27). . . . Unos 
periéddicos de esos que y que salen en la capital (p. 92). . . . —Eso y que 
contaba mi mée, a quien no conocf (p. 348). (Rémulo Gallegos, Pobre 
negro, Barcelona, 1940.) 

—Su ocupacién y que es brujear caballos . . . también aseguran que 
y que [= que] tienen oraciones que no mancan para sacarles el gusano a 
las bestias. (Gallegos, Dofia Barbara, ed. 9, Barcelona, p. 15.) 

—Me dijo el peluquero que no era necesario, porque y que las tengo 
muy bonitas y como se usan ahora. (Gallegos, La trepadora, ed. 5, 
Barcelona, p. 267.) 


PANAMA 


—Dizque (‘it is doubtful that’’] me voy a sacar buena nota; dizque 
(“it is doubtful that, it is not true that’’] él no entiende;—jQué haces? 
—Dizque estudio [= “I’m supposed to be studying’ ];—,Qué tocas?— 
Dizque [= “supposedly” ] una sonata. (Heard in conversation.) 


Costa Rica 


—Los otros peones me jodfan diciéndome quesque [= que] yo le 
andaba con ganas . . . me dijo quesque [= que] yo le gustaba mucho, y 
me agarr6é6 una mano. . . quesque yo era como el hijo que ella hubiera 
deseao tener . . . lleg6 Mercedes, quesque [= dijo que] habfa de ime pa 
su casa, guesqgue me iba a hacer yo qué sé qué remedios . . . me mandé 
a decir guesque [= que] si no me iba pa alld se iba a enojar con yo pa 
sécula. (Fabian Dobles, Ese que llaman pueblo, novela inédita, 1941, II.) 
Disen qu’es qu’estubo bueno (p. 118) . . . bengo a ver la yegua baya, 
quesque disen que la bende (p. 145). (Echeverria, Concherias, ed. 3, 
1927.) 


GUATEMALA 
Dizque " habré guerra europea. (Sandoval, op. cit., I, 421.) 
Mexico 


Central Zone, Michoacén: —Josefa se tiré de cabeza a un pozo dizgue 
porque estaba loca (p. 14) . . . segufan surtiendo las recetas dizque para 
preservarse de todo género de dolencias (p. 50) . . . metiéronme a la 
c4rcel dizgue por robo (p. 121). (J. Rubén Romero, La vida initil de 
Pito Pérez, ed. 2, México, 1938.) 

Eastern Coastal Zone, State of Vera Cruz: —jAy, comadre! Una 
orden del juez. . . . j#sque acd tienen escondido un hombre! . . . Esque 
ustedes lo tienen escondido aqui. . . . (Rafael Delgado, El desertor, in 
Obras, México, 1902, I, 205.) 

Tabasco (Escuinapa): . . . cuando supo izque a mi hermano lo habfan 
nombrao del Comité Agrario. . . . Ansina que lo vido malherido izque 
parti huyendo (p. 83) . . . e6mo se puede pedir ayuda para la sefiora 


1 Dizque is not a case of “synalepha,” as Sandoval erroneously remarks, but 
rather of “apocopation.” 
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tzque quedé con sei nifio (p. 85). (R. M. Gutiérrez Eskildsen, El habla 
popular y campesina de Tabasco, México, 1941.) 

Central Zone, Hidalgo: —Yo les traigo de comer, indios amolados 

. contaban las voces que dizque oyeron a un emisario del rebelde 
(p. 38). . . . —Quesque se aparecen por aqui muchas dnimas (p. 50). 
. . » £No ha ofdo que van a repartir las tierras y que dizque se implantaré 
el agrarismo? (p. 66). . . . Quesque un lucas le pegé un golpazo al sefior 
general Diaz, en México . . . jseré posible? (p. 100)... . gYa supo 
quesque [= que] hay bolas? (p. 101). . . . Quesque se quieren casar 
(p. 180). . . . Quesque [= personal dicen que] si somos tan hombres 
vayamos a hablar con ellos (p. 272). (Mauricio Magdaleno, El resplan- 
dor, México, 1937.) 

Central Zone: —Y dando pufietazos sobre el mostrador, ofrecfan a la 
patria dizque [= dijeron que ] sus brazos, y sus hijos, y sus vidas. (Jorge 
Ferretis, El sur gquema, México, 1937, p. 63.) 

. . . Unos animalazos quizque [= dijeron que] de veinte cuartillos 
de leche no habfan de bajar (p. 77). . . . —Oigan jqué han ofdo decir 
por ai? jQuizque los amos no estdén aqui? (p. 125). (Mariano Azuela, 
Mala Yerba, ed. 3, México, 1937.) 

—Que dizque yo era maderista y que me iba a levantar (p. 76) . . . en 
carta que me pone mi mujer me notifica que izque [= que] ya tenemos 
otro hijo (p. 90). (Mariano Azuela, Los de abajo, ed. 1941, México.) 

Mexico City: Y todo jué / porque esque una sefiorita / que tiene un 
nombre muy raro,/ se molesté l’otro dia (p. 88). . . . —Me dijeron 
quesque [= que] ai ibas/con uno de calzonera (p. 115). (A. Gonzdlez 
Carrasco, Didlogos de cazuela, México, 1939.) 

Locally the locution dizqgue, with its variants, may assume special 
functions and meanings. 

For Ecuador, for instance, Vazquez '* reports two particular uses: 
(1) to indicate an emphatic protest or great surprise. Ex. ““—jAceptas la 
invitaci6n que N. te hace?— Dizque he de ir, después de lo que me 
ha hecho!”’ In this example dizque he de ir means something like ‘‘What! 
Can anyone possibly say or believe that I shall go, etc.?’’; (2) as an ex- 
clamation of protest. Ex. “jQué dizqué!” The first meaning is ap- 
parently the one attributable to dizqué in the following passage: 

—Sefiorcito, a mf prefiera pes! Dé un litrito. —Pish ... para un 
litro dizqué molesta al sefior! A mf mds mejor dé dando veinte litros! 
(G. Humberto Mata, Sanagiiin, Cuenca, Ecuador, 1942, p. 81.) 

The second meaning we find illustrated in Juan Leén Mera’s Antologia 
ecuatoriana (Quito, 1892, p. 265): 

Yo seré tu cualquier cosa,/ TG serfs mi no sé qué;/ En pares podrdés 
ganarme,/ Pero en nones qué dizqué. 

This qué dizqué assumes the form quesqué in Peru (see note 14 of this 
article). 


18H, Vazquez, Reparos sobre nuestro lenguaje usual, Quito, 1940, p. 147. 
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With a similar feeling of protest and negation, the locution jcudndo 
(ya) dizqué! is used in the highlands of Peru: 

—Lo que yo digo es que ustedes se comprometieron . . . jpor qué 
me plantan ahora? Se han comido el adelanto, y . . . “que se joda fio 
Miguel Grau,” jno? Dfgame, mujer. . . . Ni porque siempre los he 
protegido. .. . 

Baltasara, pachorrienta, le sale con: —jCudndo ya dizqué para tan 
pronto! Juro, por la luz que nos alumbra, que no hemos sosegado, le 
juro (p. 22). . . . —jPero qué es del campamento? Sélo se ha atrasado 
el repique. Si ha de ser algin dormilén del pueblo el sacristén. .. . 
jCudndo dizqué si fuera de campifia, como nosotros! . . . (p. 59) . . . los 
sucios costefios saben comer estas tripas de gallina. . . . —jNo se haga 
usted. . . . Cudndo dizque ha de ser! (p. 101). (Barrantes Castro, 
Cumbrera del mundo.) 

The meaning of jcudndo ya dizqué! becomes more fully apparent in a 
later passage of the same book (p. 191): 

Se estaba murmurando, entre hombres y mujeres, sobre si el galdn 
impedido se atreveria o no a “‘hacerle la zamba”’ [ = postrarse de rodillas } 
asudama. Una cuitada lo crefa improbable, diciendo este modismo de 
mas fuerza negativa que si estuviera cargado de noes y verbos: —jCudndo, 
ya, dizqué! ... 

This strong negation is the reinforced feeling of doubt we have previ- 
ously mentioned as common in other regions. For instance dizque se 
casa may have developed through the following series: ‘‘they say he’s to 
be married” > “it is doubtful that he will be married” > “he surely will 
not be married’’; that is ‘‘they say he will be married (but I am sure it is 
not true).” 

For Mexico, Icazbalceta '* mentions a special popular use of esque 
in questions, with the meaning of jes asi? ges verdad eso?: 

gEsque, nifia? dijo la nana. —No, Susana, te estén engafiando. 
(Luis Inclan, Astucia, I, 15.) 

This interrogative esque is probably related to the es qué as used by 
the young Chilean rustic Rudecindo in Mariano Latorre’s Zurzulita 
(Santiago, 1920), where judging from the author’s comments it is merely 
a personal linguistic habit (‘‘curiosa forma interrogativa de sus respuestas,”’ 
p. 26) which invariably provokes the risibilities of listeners (pp. 26, 34, 
68, etc.): 

—jCémo m’habia de llamar, es qué? jRudecindo me llamo, pu! 
(p. 26) . . . Qué no le van a ayuar es qué? (p. 34) . . . —jQué no’sté 
viendo qu’es un picaflor, es qué? (p. 68) . . . —jCémo no habfa de tener 
es qué? (p. 76). 

However, Rudecindo also employs es que according to more general 
practice: 

—Mi hermanita estaba del porte mfo, es que (p. 76). 


1° L. Garcia Icazbalceta, Vocabulario de mezicanismos, México, 1899, p. 202. 
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As is evident from the preceding discussion the problem of dizque with 
its ramifications in forms and meanings is far from simple. Definitive 
exposition, if ever possible, of this as well as of other Spanish-American 
linguistic phenomena must await minute and careful field work in every 
section of this farflung territory. The immensity of the task will furnish 
work for many future scholars. 


C. E. Kany 
University of California 


CATALONIAN ENSENESTRAR, ENSINISTRAR ‘ENSENAR, 
ADESTRAR, PREPARAR, EJERCITAR’ 


I wisH to add this verb (cf. Diccionari Aguilé: ‘som los mateixos 
catalanes qui s’ensinistraren ab cuyrasses y viseres,’ 1870) to the attes- 
tations of O. F. (a)senestrer ‘escorter en se tenant 4 la gauche de la 
personne qu’on accompagne’ and Jud.-Sp. sinistrar ‘go to the left’ which 
Mr. R. Levy has contributed (Hisp. Rev., XI, 62): the semantic transfer 
must be the same as in Sp. adiestrar ‘to escort’ > ‘to correct, to exercise’ 
—as conversely to escort, Fr. escorter goes back ultimately to corrigere ‘to 
correct.’ Whether the act of going to the left of a person one wants to 
honor (as is usually done in Europe) was originally a ceremony of polite- 
ness, meant to indicate a recognition of the greater strength, nay the 
invulnerability, of the person thus honored (cf. the passages from Tirant 
lo Blanch in Diccionari Aguilé s.vv. sinestre, sinistre) or, on the contrary, 
a gesture of protection (since the person going to the left has his left hand, 
the hand that wields the sword, free)—in any case, once the broader 
meaning of ensenestrar, i.e. ‘to accompany’ was reached, the way was 
open to the meaning ‘to correct, to exercise’: the escort was often a 
teacher, cf. It. pedante ‘pedagogue,’ originally, ‘a servant who follows 
the footsteps (pedate) of his master.’ 

Leo Spirzer 

Johns Hopkins University 
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La generacién chilena de 1842. Por Norberto Pinilla. (Ediciones de la 
Universidad de Chile.) Santiago, 1943: 227 pages. 


The relative stability of social and political life in Chile of the 1840’s 
compared to the anarchy prevailing in neighboring republics was propi- 
tious for the fostering of cultural activities in that small area. The 
number of distinguished scholars, jurists and men of letters which Chile 
has since produced is out of proportion to the population and physical 
size of the country. This remarkable fact doubtless results in large 
measure from the impetus given by the many expatriated intellectuals 
and liberals both from Spain and Spanish America who found refuge 
during a turbulent era in the hospitable republic. The stimulus which 
these enlightened spirits gave to literary and educational activities around 
the year 1842 marks that date as a sharp boundary between the colonial 
traditions of the past and the beginnings of truly national literature in 
Chile. The aim of Sr. Pinilla’s short work is to present a brief but com- 
prehensive account of significant events which took place during the 
twenty-six months from July 15, 1841, when Domingo Faustino Sarmiento 
delivered a broadside in El Mercurio of Valparaiso against the literary 
principles of Andrés Bello as embodied in an elegiac poem of the latter, to 
September 17, 1843, when the famous Venezuelan scholar delivered his 
inaugural address as Rector of the newly founded University of Chile. 
Short chapters are devoted to the leading figures who contributed so 
greatly to the intellectual ferment of these months, including Bello, “el 
maestro de los chilenos desde 1829 a 1865,” the Spaniard, José Joaquin 
de Mora, Manuel Montt, the political organizer whose influence created 
the atmosphere favorable to cultural interests in the little republic, Juan 
Garcia del Rio, the colombiano writer, and the remarkable Argentines, 
Sarmiento and Vicente Fidel Lépez. These sketches are followed by 
chapters treating varied activities of the so-called “Generation of 1842,” 
including the Sociedad Literaria before whom Lastarria delivered his 
celebrated address urging a complete reorientation of American literature; 
the founding of El Semanario de Santiago, a literary journal; the re- 
sounding polemic on Romanticism chiefly between Sarmiento and Bello, 
though it was somewhat in the nature of a free-for-all; the still-born 
national drama; the literary contest on the theme of the Chilean national 
holiday, etc. 

To many the name of Lastarria is conspicuously associated with this 
“Generation of 1842,”’ yet throughout this enlightening study one senses 
the dynamic presence of the powerful personality and vigorous pen of 
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Sarmiento in all the manifestations of this regenerating movement. This 
fact is a tribute to Sr. Pinilla’s objectivity in presenting a study of a 
period of ferment in the cultural history of his own country. If an 
occasional minor error slips in (“‘ El destino se opone en forma reiterada a 
que Sarmiento sea ‘doctor’”’ [page 71]. The University of Michigan 
bestowed an honorary Doctor of Laws upon him in 1868) and if some 
aspects of the subject require a broader treatment, the author is overly 
modest in characterizing his work as “un sflabo sistemdtico.” It is more 
than that; it is an illuminating and indispensable study. 
Irvine A. LEONARD 
University of Michigan 


Fidelino de Figueiredo, Antero. Quatro conferéncias promovidas pelo 
Departamento Municipal de Cultura de Sao Paulo. (Colecdo “ De- 
partamento de Cultura,” Vol. XXVI.) Sado Paulo, 1942: 224 pages. 


In honor of the centenary of the birth of the Portuguese poet, Antero 
de Quental (1842-1891), Dr. Figueiredo returns to a favorite theme to 
present four public lectures together with articles published in the Didrio 
de S. Paulo and a few other items related to Antero. The book is largely 
a series of impressionistic studies. 

The first lecture, Antero—guia de uma geracdo, pictures him as both 
literary and civic leader with the mental constitution of a national guide 
but lacking the force of character to carry out his proposed civic reforms 
(p. 22). As literary leader Antero explains the beauty of the poetry of 
Joao de Deus, champions the sonnet (1861) as against the then popular 
ode, and compiles the Tesouro poético da infancia (1883), the first good 
book of its kind in Portugal (p. 36). (The Adverténcia to this book is 
reprinted in Appendix IX.) 

As a civic leader he analyzes successfully the backwardness of his 
country in his Causas da decadéncia dos povos peninsulares nos tiltimos trés 
séculos (1871). He founds the Portuguese section of the Socialist Inter- 
national (p. 34) and writes a Programa de trabalhos para a geracdo moderna 
which he later destroys (pp. 45-47). In 1890 he assumes the presidency 
of the Liga Patriética do Norte, a failure which was to have been the 
instrument of public objection to national policy in the struggle with 
England over South Africa (pp. 36-38). 

In his second and third lectures, Antero—sua carreira filoséfica e 
poética, Figueiredo analyzes particularly Antero’s sonnets. For the latter 
there were three great masters of Portuguese poetic style: Camdes, who 
initiated him in the sonnet; Jodo de Deus, Portugal’s greatest erotic poet; 
and Alexandre Herculano, who awakened in Antero the monastic vocation 
(pp. 59-61). His collection of sonnets (1861) is Antero’s profession of 
faith, the praise of this poetic form which is for him the supreme form of 
simplicity and unity (pp. 63-64). 
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From the collections of Antero’s poetry, arranged in the order of their 
composition, Figueiredo gives the following steps in the poet’s evolution: 
Raios de extinta luz (1859-1863, published posthumously), the youthful 
poems, show him already primarily concerned with death and night, God 
and the beyond; Primaveras rémanticas (1861-64, publ. 1871) mark the 
arduous apprenticeship of Antero in the sonnet; Odes modernas (1863- 
1865, publ. 1865) present his creed of spiritual and social revolution and 
the first typical Anterean sonnets embodying the most abstract ideas in 
the everyday world of normal human feeling. The Sonetos completos 
(1886) are the full flowering of Antero’s talents (pp. 58-84). 

Figueiredo believes that in Portuguese literature there are two 
moments of universal significance for the history of the sonnet: Camées, 
the renaissance, and Antero, the twilight (p. 78). 

Again, dividing Antero’s sonnets into five chronological groups, but 
not specifying poems in any detail, Figueiredo gives a history of the poet: 
1860-62, the first symptoms of dark pessimism; 1862-66, increased 
exactness of expression and the first perfect specimen of the Anterean 
sonnet (Palacio da ventura); 1864-74, the dominance of faith in reason; 
1874-80, the blackest pessimism, love of death, and personification in 
himself of all the ills of the world; 1880-84, the tempering of the storm, 
pessimism assuming the form of resigned, almost humble disillusion 
(pp. 86-100). 

The fourth lecture is concerned with the most Portuguese aspect of 
Antero’s work (p. 103), his prose. In commenting on the poor editing 
of the three volumes of Antero’s Prosas (1923, ’26, and ’31), Figueiredo 
gives excellent reasons for his belief that the Correspondéncias do Bacharel 
José are wrongly attributed to Antero and that the supposed contributions 
of Antero to Europa pitoresca (1881) are probably not by him. A sound 
edition of Antero’s prose is yet to be made. 

In the famous polemic over ‘‘ Bom senso e bom gésto,’’ Antero reaches 
the end of his first period (1859-65), conscious of himself as a member and 
leader of a new generation (p. 112). In polemic Antero maintains his 
sense of justice, to the extreme of over-rating others, as in his great 
respect for Castilho’s drama, Camées, and his attribution to Jodo de Deus 
of the role of restorer of the Portuguese sonnet. Antero later recognized 
that Joao de Deus was rather the renewer of national lyricism (pp. 112-114). 

The period from 1866-81 represents the full development of Antero’s 
ideas, his tendency toward philosophic meditation and interpretation (pp. 
114-115). Significant in his Causas da decadéncia is the statement that 
the spoken and written language differ but that one always thinks with 
the same logic. Antero’s thought, though marked by the exaggeration 
and hypercriticism of his time, is still essentially modern. 

The latter part of his life is characterized by his manifesto, the 
Tendéncias gerais da filosofia na segunda metade do século XIX, in which 
Antero rehabilitates metaphysics and emphasizes the responsibility of the 
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mind. This document represents Antero’s final reform in Portuguese 
prose (p. 126). He makes clear the dominance of the social and economic 
over the political. He announces the coming breakdown of liberalism due 
to egoism and impotence. He shows that life is life only when lived in 
full freedom of conscience and aspiration toward the ideal (p. 128). 

The appendices to this book contain, among other items, a series of four 
articles reprinted from the Didrio de Sao Paulo. Of these, A doenga de 
Antero analyzes his trouble as abulia. Antero e Baudelaire points out 
Antero’s early faith in Baudelaire’s method of knowledge through ab- 
surdity and systematic negation, and his loss of faith in the method when 
it proves to be valueless. A Ordem dos Mateiros consists of comments on 
Antero’s plan for a pseudo-monastic order which proposed retirement to 
the “mato” for meditation. 

For the very limited bibliography, consisting of references to four other 
bibliographical items on or referring in part to Antero, the author makes 
his apologies. The simple addition of items referred to in the text would 
have improved it. 

Copious illustrations add to the interest of the book. One reads it 
with the feeling that, although interesting, it would have been a much 
greater contribution to Antereana had there been more thorough docu- 
mentation and less dependence on subjective judgment. This may be 
asking the author to go beyond the intended scope of his work. 

Rautpo E. WARNER 

University of Colorado 








BRIEFER MENTION 


The Hispanic Society of America: Catalogue of Publications. By Clara 
Louisa Penney. With fifty-five Illustrations. The Hispanic Society 
of America, New York, 1943: xiv + 151 pags. 


En varias monografias, la autora nos habfa dado ya a conocer algunos 
de los tesoros que encierra la famosa biblioteca de la Hispanic Society: 
Washington Irving: Diary, Spain 1828-29 (1926), George Ticknor: letters to 
Pascual de Gayangos (1927), Prescott: unpublished letters to Gayangos 
(1927), Géngora in the library of The Hispanic Society of America (1927), 
Incunabula (1928), Investiture of Siena (1928), List of books printed before 
1601 (1929), List of books printed, 1601-1700 (1938), “‘ Manuscripts and 
books” en el Handbook de la Sociedad (1938). Y recordardn nuestros 
lectores su libro sobre Géngora (1926), fruto en parte, asimismo, de las 
raras ediciones del poeta que guarda la misma biblioteca. 

Bien conocidas son, entre los amantes de las letras y artes hispdénicas, 
las publicaciones de la Hispanic Society: los 81 voliimenes de la Revue 
hispanique, la mds importante contribucién general de nuestro siglo a la 
erudicién hispdnica, y los 13 volimenes de la Bibliographie hispanique; las 
reimpresiones primorosas de textos de los siglos XV, XVI y XVII, que 
pasan de medio centenar; la serie de Hispanic Notes & Monographs, con 3 
volimenes de bibliograffa, m&s de 24 volimenes de catdlogos de literatura 
y arte, acompafiados de estudios biogrdficos y criticos, otras 23 mono- 
grafias de literatura, 18 mds de arte e historia, y 13 sobre Hispano- 
América. Y todos esos libros presentados con primor tipogrdfico, con 
decoro, gusto y distincién, a lo gran sefior. El genio de Espajfia, sus artes 
y sus letras, no encontraron jamds en tierras extrafias—bien es sabido— 
una institucién que las honrase tanto como la muy ilustre y benemérita 
Hispanic Society of America. 

Del contenido de cada volumen de esas y otras publicaciones de la 
Hispanic Society se da en el presente catdélogo una noticia, aunque breve, 
magistral, con transcripcién frecuente de la tabla de materias y de algtin 
pasaje significativo de la introduccién. Un completo indice de autores, 
titulos y materias (p4gs. 119-151) aumenta notablemente la utilidad de 
este libro, y sirve de facil gufa para consultar, por ejemplo, el contenido de 
los 81 tomos de la Revue hispanique, cuyo completo sumario se halla en las 
paginas 31-43. 

M. R.-N. 
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